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Abstract
The initial impetus for this research was dancers’ health particularly in relation 
to dance higher education and training. With the aim of improving dancers’ 
resilience and self-awareness, this thesis explores the potential of somatic 
practice as a critical pedagogy within the training and education of dance 
students. A challenge is made to what is seen as the dominant paradigm 
within dance higher education and pedagogy in the UK.
There are misconceptions around the nature of somatic practices and their 
value, role and place within a twenty-first century UK dance higher education. 
It is suggested &at a lack of understanding of what somatics is and its potential 
alongside dance may be seen as detrimental to dance graduates and their 
futures. In order to clarify the field of somatic practices and its potential as a 
central feature of dance higher education, a Wittgensteinian analysis is applied 
to a range of well known somatic practices; from this a number of key 
characteristics of somatics emerges. Somatic pioneers P.M. Alexander, Moshe 
Feldenkrais, Elsa Gindler and Joan Skinner are cited in order to signify their 
influence on the relationship between dance and somatic practices from the 
latter part of the twentieth century onwards.
A recognition of the critical relationship between post-modern and New Dance 
in the development of a dance-somatics for the twenty-first century is seen as 
crucial to the understanding of the nature, role, value and place of somatics 
within a dancer’s education and training. It is argued that somatics should be a 
central feature of any dance higher education programme in the UK. A 
reconceptualisation of UK dance higher education which takes account of the 
potential of dance-somatics is proposed for the twenty-first century.
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PART ONE
Chapter 1
1.1 Introduction
This thesis presents the case for a re-conceptualisation of UK dance higher education. 
It relies on a new understanding of the nature, place and value of somatics and its 
future role within dance higher education and training in the UK. A key purpose of 
the research is a reconsideration of dance higher education and pedagogy in the light 
of the growing interest in and use of somatic practices in the late twentieth and early 
twenty-first centuries.
A further focus of the research is an examination of somatics itself. However the 
purpose is not to determine the value of somatics in a quantitative sense but to draw 
on primary qualitative data which allows for the emergence of a true picture of the 
role of somatics in UK dance higher education as conceptualised and experienced by 
dance pedagogues, practitioners and students in the twenty-first century. Neither is 
the purpose of the thesis to explore in great depth specific somatic practices but to 
highlight those used alongside dance historically and contemporarily. However the 
research does explore the nature and characteristics of somatics and dance-somatics 
through an analysis of a number of key practices. Brief descriptive narratives of 
several somatic practices most specific to dance, and from which the key practice 
concepts are developed, are presented in order to eontextualise these practices. The 
thesis offers an original contribution to pedagogical theory in the area of UK dance 
higher education thus strengthening and expanding a new and developing field of 
study and practice in this country.
In order to aehieve the purpose the study brings together information on somatics, 
including reference to key pioneers of somatic practices with reference to 
P.M.Alexander, Moshe Feldenkrais, Elsa Gindler, Charlotte Selver and Joan Skinner. 
In addition the thesis draws on primary research from interviews with seminal somatic 
and dance-somatic educators in the UK. It is argued that an examination of the field 
of somatics is essential to understanding its nature, place, value and future within 
dance higher education. The resulting thesis adds to the growing literature on dance-
somatics in the UK and complements writing and research on dance-somatic 
pedagogy from scholars such as Glenna Batson, Sylvie Fortin, and Jill Green whose 
work in Canada and the USA has previously dominated this new area of higher 
education dance pedagogy.
It needs to be acknowledged that there has been substantial writing and research over 
the last three decades in the area of New and post-modern dance which, it is argued, 
has related to different somatic practices. Evidence of this may be seen in a number 
of journals including Contact Quarterly published in the USA (1975-), New Dance, 
published in the UK (1976-1988) and Writings on Dance, published in Australia 
(1985-). However these writings have not been particularly focussed on dance 
pedagogy or within an educational context but more generally on the making of new 
professional dance work which, it is suggested, were strongly influenced by somatics. 
The connection between the development of a dance-somatics and British New and 
post-modern dance is significant and particularly evident in the issues of New Dance 
magazine during its time of publication. References within New Dance magazine 
relating to this previous point are far too numerous to list but can be easily recognised 
in even a basic trawl of the issues during the years of its publication. Individual 
references to articles in New Dance are used within the writing of this thesis.
It is argued therefore that the much more recent surge of interest in dance-somatics in 
higher education in the very late twentieth and early twenty-first centuries may be 
seen to be the result of the post-modern and New Dance eras and the practitioners, 
teachers, performers and choreographers who came out of this experimental phase. 
Some of these practitioners have been interviewed and are cited in the thesis. Many 
have also been instrumental in educating and training the current dance practitioners 
who in their turn are educating and training the current dance students. The 
connection between New Dance in the UK and the development of dance-somatic 
practice in UK higher education is explored within the pages of this work.
There has been a growing trend in formally acknowledging the dance-somatic practice 
that is happening in the UK an example of which is the development and publication 
of a new journal. Dance & Somatic Practices (2009 -). Much of this activity is within
those higher education institutions committed to the values associated with somatics. 
It is suggested that the publication of the journal is indicative of recognition of the 
relationship of dance and somatics and the role it can and does play in the education 
and training of dance students and practitioners in the UK today. Such recognition 
may be seen to culminate in the first major British conference on dance-somatics, 
Fostering Trans-disciplinary perspectives on embodied process and performance, 
planned for July 2011. Professor Sarah Whatley of the Institute for Creative 
Enterprise (ICE) will convene the conference at Coventry University, where dance 
study has a strong connection with somatics.
However it should be recognised that somatics within dance higher education is not 
new and has been part of some dance undergraduate programmes in the UK for 
twenty years or more. But the consistent teaching of somatic practices within this 
context has, until very recently, been largely spasmodic and confined to a small 
number of institutions with the work often led by one specific and charismatic 
individual, for example Mary Fulkerson at Dartington College of Arts from 1973- 
1987. Fulkerson introduced what has ‘become widely known as release work and 
certain approaches to movement that had originated from the post-modern movement 
in the USA’ (Jordan 1992, p.37).
As part of the research process key practice concepts (kpc is the researcher’s own 
term) relating to a range of somatic practices are identified through a Wittgensteinian 
analysis. These are presented through a series of tables and are seen as a useful step 
in helping dance practitioners in higher education, who may be less familiar with 
somatics, recognise and understand somatic practices that may be valuable within 
dance higher education and training. A key outcome of the research is for a 
clarification of the relationship of dance to somatic practices thereby allowing dance 
educators and those that they teach to be clearer about what constitutes the field of 
somatics, how it relates to dance and what its role and value may be within dance 
higher education. The primary evidence cited within the thesis includes nine one-to - 
one interviews conducted in the field, the researcher’s own experience of a number of 
somatic practices and dance pedagogy and the experiences of dance students and 
teacher/practitioners who have previously taught or currently work in higher
education. The writings of a group of dance educators and more general texts relevant 
to the history of dance-somatics are drawn on throughout the thesis. A full discussion 
of the literature is given in Chapter 2 and within each of the subsequent chapters.
There are many different terms that may be used to describe somatic practices for 
example, bodywork, body-mind disciplines, body therapies, somatic therapy, 
movement awareness and others but this list is by no means definitive (Allison, 1999). 
Areas coming under the umbrella of somatics are multifarious and may include, for 
example, Alexander Technique, Feldenkrais, Skinner Releasing Technique, Rolling, 
Ideokinesis, Body Mind Centering, Bartenieff Fundamentals, Pilâtes, Hellerwork and 
Yoga (Shusterman 2000). Batson, however, suggests that within dance there has been 
a ‘tendency to conflate somatic disciplines with conditioning practices (such as Pilâtes 
and Yoga) as a means of justifying their inclusion within a culture of rigour’ (2007, 
p.71). However Kirsty Alexander cites both Pilâtes and yoga as examples of practices 
which can be approached from a ‘somatic perspective’ and she suggest that perhaps 
we need to look at ‘what is somatic practice’, asking, for example, ‘is it something 
which engages you at an energetic rather than a muscular level’ (2010). Other writers, 
for example Allison, do include such conditioning techniques within their 
understanding of somatic practices but then she does not include yoga within this 
category and therefore the confusion around what is somatics is compounded (1999). 
The boundaries of these practices are discussed and tested in Part 2 of the thesis.
There are thousands of practitioners all over the world working in a range of somatic 
practices as diverse as Alexander Technique, Yoga, if indeed it is a somatic practice, 
Reflexology, Bartenieff Fundamentals and hundreds more. There are also several 
definitions of somatics, some of which are included in this chapter; however a 
definitive statement of somatics is not the objective of this research. Rather an 
examination and greater understanding of somatics and, more importantly, its 
relationship to dance higher education is used to answer the research questions. None 
the less, various definitions of somatics are explored in detail within Chapter 6 and, 
for the purposes of this thesis, a working definition is used which is simple, 
operational and provisional and open to discussion during the course of the research 
and this thesis. This definition is based on that given by Thomas Hanna as ‘the field
which studies the soma; namely the body as perceived from within by first person 
perception’ (1986, p.4). Throughout the thesis the terms somatics and somatic 
practices are used interchangeably whilst working towards what might be a more 
useful and understandable term for those practices related to dance education. A 
critique of the working definition of somatics, cited in Chapter 2, forms part of the 
analysis and contextualises the study.
1.2 Purpose of the study
The purpose of the study is
• to understand the nature, place, value and future of somatics within dance 
higher education and training in the UK
• to clarify the term somatics and its relationship to dance higher education
• to make an original contribution to and extend research into higher education 
dance-somatics pedagogy.
The key research question asks what is the nature, place, value and future of somatics 
and its role in dance higher education in the UK? In order to answer this question a 
number of different strands are investigated which look at the historical and 
contextual origins of somatics, its conceptual boundaries, how it is understood by the 
dance community and why dance makers and educators became interested in 
somatics. In addition, the historical context of dance higher education in the UK is 
examined alongside the role that somatics may have played in its development and 
that of UK contemporary dance during the late twentieth and early twenty-first 
centuries. Lastly, the current position of somatics within dance higher education 
programmes is assessed and its future considered.
1.3 Structure of the thesis
The questions are addressed through the organisation of the thesis into three parts and 
nine chapters. Part one comprises Chapter 1, which introduces the thesis and outlines 
the structure, stating the research imperative, research questions, methodology and 
organisation of the thesis. In the introduction the work is contextualised in relation to
dance, higher education and somatics and leads the reader through the thesis and the, 
sometimes, complex nature of the subject matter. In Chapter 2 the research 
methodology is outlined and the use of Wittgenstein’s Family Resemblance Theory is 
explained and defended as a method for analysing and categorising practices as 
somatic. The choice of research methods has been influenced by the research 
questions and the need to answer them in the most appropriate way. They have also 
been influenced by the need to work within a paradigm that is fitting for the particular 
discipline of dance studies.
The third chapter of the thesis concludes part one by presenting an historical 
perspective for the place of dance within higher education through tracing the history 
of dance education and training in the UK. The arrival of Rudolph Laban in 1938 
suggests a significant turning point in the course of dance education which 
consequently influences questions surrounding dance education in the post-war years. 
Chapter 3 concludes with discussion around the impact of somatics on the history of 
post-modern dance and New Dance thus providing the context for the thesis. The 
importance of this historical contextualisation is seen, for example, through the 
significance of the founding of Colleges of Physical Education for women in the late 
nineteenth century through which developed many of the dance courses and degrees 
of the following century. Through this trail the subsequent influence of Central 
European dance in the 1930s is also explored. The impact of North American modem 
and post-modern dance is discussed in relation to the development of British New 
Dance which, it is argued, subsequently impacted upon the teaching of dance in UK 
higher education.
Questions addressed in Chapter 3 include what has been the context for the 
development of dance higher education in the UK and how has this context affected 
that development? Why did dance makers and educators become interested in 
somatics? What is the current relationship between somatics and dance/dance higher 
education and how might it be understood?
Chapter 3 also draws upon initial primary research carried out as preliminary work to 
the project (Reed, 1998; 2006) most specifically a survey and analysis of dance
curricula in UK higher education institutions; this is usefully compared to the more 
recent surveys of dance in higher education conducted by Bums for Palatine (2007) 
and Reed (2010a). References are made to Adshead’s seminal work The Study o f 
Dance (1981) as well as Adshead-Lansdale, J. (2001), Best (1974), Brinson (1991), 
Claid (2006), Smith-Autard (1994) and other educationalists and dance scholars, as 
well as to historical documents. The role of the literature is explored in detail in 
Chapter 2 of the thesis.
Part two of the thesis comprises an overview of the field of somatics through a 
continued historical and contextual enquiry, an interrogation of the literature, and a 
review of the work of key somatic pioneers. Chapter 4 introduces somatics and 
explores the practices most commonly used within dance and dance education and 
training. The development of a specific vemacular around somatics during the latter 
part of the twentieth century and beyond is identified through a detailed discussion of 
the terminology emerging from the literature. Within this chapter the process of 
analysis is described and the problematics surrounding the methodology are 
addressed, most particularly those arising from the overlapping meanings and 
complexity of terms used within the field of somatics. Chapter 5 presents narratives 
relating to four key pioneers of somatic practices commonly used by dancers. In 
Chapter 6 an application of Wittgenstein’s Family Resemblance Theory is presented 
as a method for analysing a range of somatic practices and as a ‘test’ for the possible 
construction of somatics as a ‘set’ or family/families of practices. Wittgenstein’s 
Family Resemblance Theory is applied to key somatic practices identified as being 
influential in their effects upon dance training and dancers. The data collected is 
presented in different supporting formats, for example in both narrative and tabular 
form, in order to address the key question of what makes a practice somatic.
Questions relating to both the current and past relationship of somatics and dance are 
addressed through a historical account of the development of somatics and supported 
by conversations and interviews with professional dance practitioners and through the 
literature produced by key practitioners, theorists and pioneers within the field; for 
example Allison (1999); Hanna (1976, 1977, 1979, 1983, 1986, 1990, 1990-91); 
Hanlon-Johnson (1995); and Murphy (1992). An opportunity is taken to absorb the
thinking of these theorists and the principles developed by the pioneers of the key 
practices, conceived as historic, into more current, contemporary definitions of 
somatics. Such thinking may necessarily have a degree of flexibility arising through a 
response to the contingency and flexibility of terms within practices that change over 
time and though use. Parallels are drawn between the development of somatics and 
‘contemporary’ dance in the early twentieth century to the present day. Through 
discussion the complexities of the term somatics are explored and the confusions that 
may arise between the educational and therapeutic contexts are addressed, based on 
the literature and evidence from the researcher’s and others’ practice. In this chapter 
the problematics around the use and clarification of the term somatics are highlighted 
and a rationale for the necessity for clarification is given.
Part three of the thesis consists of Chapters 7, 8 and 9 drawing together the areas of 
dance, somatics and higher education. Chapter 7 asks, on the basis of the argument 
and evidence so far, what is the current role of somatics? The chapter includes 
reflection on the information previously explored within the thesis and as such spirals 
between the questions posed so far adding to and developing the argument. In 
particular the discussion is informed by the testimonials of key practitioners. Chapter 
8 discusses the role of somatics as critical pedagogy and draws on the work of several 
dance somatic educators and scholars as well as evidence from the fieldwork. These 
discussions inform the summary comment and conclusions for Chapter 9.
1.4 The research focus
The emphasis for the research originally lay in the area of dance medicine and science 
anticipating a useful connection to somatics. Dance medicine has in recent years 
become a significant force influencing all aspects of dance from education, training, 
management, performance and choreography. Although clearly not unrelated to dance 
medicine and science, it is argued that somatics has a significantly different history, 
philosophy, practice, process and outcome to that of the medical practices associated 
with dance medicine. Indeed the two are similar only in their objective of assisting 
the dancer to make full and proper use of her body for the purposes of dancing. 
However this is not to say that science is not valuable to dance, an awareness of the
body, which is the premise of this thesis, is based to a certain extent on an 
understanding of the biomechanics, physiology and anatomy of the human body. This 
may be through the actual theoretical study of anatomy or by gaining awareness 
through participation in one or more specific somatic practice. Much research is now 
conducted in dance science and somatics through a hybridisation of research 
methodologies, both positivist and post-positivist (Fortin, 2005).
However the change in the focus of the thesis is significant and has, particularly, been 
the result of the research into the literature and discussion with and observation of 
dance and somatic practitioners. In the early stages of the research attendance at 
dance science and medicine conferences, particularly those of the International 
Association for Dance Medicine and Science (lADMS), influenced decisions for the 
research focus. The conferences, maybe unwittingly, highlighted a particularly 
medicalised approach by the professionals treating dancers’ injuries and psychological 
problems. Dancers’ problems were often caused through neglect, ignorance and lack 
of knowledge and training. Indication of the lack of knowledge about the body in 
training and performance by both dancers and teachers has also influenced the 
research. As a result a questioning of methods of training and education was pursued 
especially in relation to a more holistic and safer approach to the training of the 
dancing body. At this time in the late twentieth and early twenty-first centuries there 
was a growing interest in the area of dancers’ health, fitness and training amongst 
dancers, choreographers, managers, teachers and dance scholars (Brinson & Dick, 
1996; Koutedakis & Sharp, 1999; Laws, 2005). This area of research and education 
continued to develop especially with the publication of the two seminal reports by 
Dance UK; Fit to Dance? (Brinson & Dick, 1996) and Fit to Dance 2 (Laws, 2005).
A further consideration around the differences between a more medical approach to 
dancers’ injuries and problems and a somatic approach is that of a balance of 
autonomy and authority between the dancer and the doctor. Through attending 
conferences in the area of dance medicine and science in the early 1990s it became 
increasingly clear that the majority of medical practitioners were both male and 
relatively inexperienced in relation to their understanding of the dance context. Often 
presentations were predominantly didactic and medicalised, an approach that excluded
10
many attendees through the use of inaccessible language particularly those from the 
professional world of dance for example, dancers, teachers and choreographers. This 
is not to say that dance professionals are not able to understand medical knowledge 
pertaining to the dancing body but that the material was aimed predominantly at the 
medical profession and not the dance profession. Gardner states that:
still today, in mainstream culture the body appears as the product of a number 
of discourses and institutions that are essentially positivistic and objectifying: 
they create the biological body, the medicalised body, the sporting body, the 
marketable body of advertising, to name but a few (1994, p.34).
It should be noted that there are a significant number of papers now presented on 
somatics at the lADMS conferences and a growing number of presentations by dance 
practitioners/educators indicating a definite change in approach over the last decade, 
for example Teaching at the Interface o f Dance Science and Somatics (Geber, P. & 
Wilson, M. 2010). However within the context of this research the stance taken 
addresses the bodymind perceived from an integrated perspective, as Hanna’s 
definition, given on page four of the thesis, makes clear. It is argued that the 
exploration of somatic knowledge and its relationship to dance pedagogy therefore 
makes a medicalised approach to this research inappropriate.
During the research project it has been important to ensure the inclusion of multiple 
voices and in particular somatic practitioners, dance students and dance pedagogues. 
Richardson claims that ‘all writing is inscribed by our values and reflects metaphors 
that we use to communicate how we see the world’ (1990, p.95). These multiple 
sources allow for a ‘crystallization’ of data. ‘Within a postmodernist mixed genre of 
texts’ the crystal rather than the triangle ‘combines symmetry and substance with an 
infinite variety of shapes, substances, transmutations, multi-dimensionalities, and 
angles of approach’ in a way that both feels creative and fits the context within which 
the research and practice resides (Richardson, 2000, p. 13). This methodology is 
further supported by Jill Green and Susan Stinson who suggest that the research 
becomes a kind of expressive art form, one that can be quite compatible with many 
research questions in dance (1999b, p.96).
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Green and Stinson liken the researcher to the choreographer and she suggests that they 
both have to be open to ‘emerging patterns and meanings and to forms that arc 
appropriate to them’ (1999b, p.95, Fortin, 2005). As Radnor suggests it was not 
helpful or even possible to begin the research project with a set idea of what is needed 
but to have a more general ‘set of problems in mind’ (1994, p.9). The research 
strategy is probably best identified as what Robson calls a ‘hybrid’ or ‘combined 
strategy’ that is a style which puts together several features of traditional strategics 
(1993, p. 167). For example, the research design though not based around a case study 
may be seen to include some elements of a case study: for example the use of 
interviews and surveys as research tools. However not all of the traditional case study 
techniques or methods for analysis are present.
The research is also partly an evaluation, when viewed in relation to Robson’s 
definition that ‘evaluation is primarily concerned with describing and finding the 
effects of a particular approach’ (1993, p.171) and in this case a somatic approach to 
dance teaching. A range of sources have been used to support the information 
gathered from the evaluation: for example, interviews with dance professionals have 
been used to inform the research and the original pre-study ‘survey’ material also 
forms part of the final analysis of the project. The research approach may also be 
viewed as ethnographic in nature, due to the researcher’s direct personal involvement 
in the higher education teaching community being researched (Agar, 1980, p.69). In 
addition the researcher may be viewed as going native through participant observation 
in her own ‘field’ of dance with which she is very familiar and from which the data is 
gathered. This approach is seen as valuable because, as Fortin suggests:
insights and knowledge about dance eome from the interpretation of empirical 
material complemented by researcher self-reflection about his/her political 
ideology and broad knowledge of the art form (2005, p.6).
The overall character of the research therefore features several different strands using 
a post-positivist approach with a broadly ethnographic and historical influence. Green 
& Stinson suggests that post-positivist research asks certain questions for example, 
‘what is going on here from the perspective of the persons having this experience? 
What does it mean to them? How does it come to have that meaning? And what do
12
their experiences, their meanings mean to me as a researcher?’ (1999b, p.94). A 
researcher-practitioner is an ‘interpreter of their own environment’ and ideally the 
interpretive process should ‘inform’ practitioners and help them to understand the 
environment they are investigating and in so doing, ‘help them to help others to learn’ 
(Radnor, 2001, p.4). It is suggested that the researcher’s own familiarity with the 
research context of dance higher education allows for a particularly rich engagement 
with the material relating to both somatics and dance.
According to Patton there has been a ‘long standing epistemological debate about how 
best to conduct research’. The debate has centred on ‘two different inquiry 
paradigms’, namely logical positivism and phenomenological inquiry. Patton defines 
phenomenological inquiry as ‘using qualitative and naturalistic approaches to 
inductively and holistically understand human experience in context specific settings’ 
(1990, p.37). Baker, Wuest and Stem suggest that, ‘phenomenological inquiry, being 
concerned with the psychological phenomena of lived experience, has only one 
legitimate source of data: informants who have lived the reality being investigated’ 
(1992,p.l357). It is suggested that, in the area of somatics and dance, 
phenomenological experience cannot be ignored, as the premise of somatic practice is 
the actual experience of those involved. Therefore phenomenological experience is 
referred to rather more than phenomenological theory. The ‘descriptive psychological 
stance’ of phenomenology, ‘searching out the tmth of the body as lived, develops a 
unique method for investigation in dance aesthetics and somatic studies’ (Horton- 
Fraleigh & Hanstein, 1999, p.208). Indeed Merleau Ponty ‘celebrates the lived 
“phenomenological body” as more real and basic than the objective one constructed 
through science and representation’ (cited in Shusterman, 2000, p. 149). Therefore it 
is argued that the phenomenological approach adopted through interviews conducted 
and analysis of others’ experience and practice has been useful in answering some of 
the research questions: for example, looking at the extent to which somatic practice 
may have the potential to affect the development of dancers in relation to both their 
technical and creative ability; these points are discussed later in the thesis. Horton- 
Fraleigh & Hanstein, point out the similarities between phenomenology which they 
maintain ‘broke with philosophical thesis building to clear consciousness of habitual 
ways of looking’ and somatics which seeks ‘to release human potential through
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revealing movement habits and impressing neurological pathways with new 
movement choices’ (1999, p.208).
It is the describing of experiences that is key to a phenomenological approach as 
illustrated by Patton, who suggests that a phenomenological perspective can mean ‘a 
focus on what people experience and how they interpret the world’ or ‘a 
methodological mandate to actually experience the phenomena being investigated’. 
Patton continues by suggesting that there is one final thing that ‘differentiates a 
phenomenological approach’ and that is ‘the assumption that there is an essence or 
essences to shared experience’ (1990, pp.70-71). It may be considered that a 
phenomenological approach and a Wittgensteinian analysis are dialectically opposed. 
Wittgenstein’s family resemblance theory was developed through his premise that 
groups of concepts could be related, not through specific shared essences but through 
a ‘family resemblance’; this idea is explained in more detail later in this chapter. 
Whereas a phenomenological approach is distinguished by the very fact that there are 
‘essences’ which are essentially part of a shared experience or as Patton puts it ‘these 
essences are the core meanings mutually understood through a phenomenon 
commonly experienced’ (1990, p.68). However it is argued that these two 
methodologies are not incompatible but complementary within this research project 
because they are used to interrogate different aspects of somatics within different 
contexts. Much of the data for the analysis through family resemblance theory is 
taken from the literature and the language of somatics, whereas much of the data for 
the phenomenological inquiry is based on the experiences of practitioners and students 
as described by them in interviews and essays. Furthermore, it is argued that what is 
most important about a phenomenological approach is the experiences of those being 
investigated and not the essence of those experiences. Therefore the notion of 
essences within the canon of Western thinking on classification is problematised. 
Arguably it may be said that what constitutes an essence may be different for any two 
people but it also has to be recognised that any system or theory cannot be perfect and 
may be open to interpretation.
The positioning of somatics within dance higher education is a key concern of the 
research both as how it has and how it might be seen as good practice. Questions that
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arise are, for example, should somatic practices be integrated within a kind of ‘pot 
pourri’ of dance techniques? Or should specific practices be taught distinctly and 
recognised for what they are? Most importantly how might the best practices of dance 
teaching and somatics be brought together? This question forms the basis of the last 
chapter of the thesis.
Since the subtleties of somatic practices and their relationship to each other and to 
dance requires an interdisciplinary understanding so to is an interdisciplinary 
methodology required. There are clear connections between this area of dance studies 
and others, for example Laban studies, social theory in relation to the natural body and 
the socially constructed body, and studies of the dancer’s self esteem in relation to 
his/her body and identity. Green endorses this through her writing and interest in 
somatic theory and practice (1999a).
1.5 The research questions
A major hypothesis of the research is that somatic practice has an important and 
essential role to play in twenty-first century dance higher education pedagogy. The 
research addresses a wider and a different context than that of previous researchers but 
yet it is narrower in scope through examining, in particular, the nature and 
characteristics of somatic practices and their relationship to dance higher education.
The main research question asks what is the nature, place, value and future of 
somatics and its role in dance higher education in the UK? Subsumed within this 
question is the extent to which somatics may have the potential to affect dancers’ 
technical and creative development. The role of somatics to generate a deeper 
understanding of the dancer’s own body and of other bodies is an important aspect of 
the work as is the theory/practice continuum.
What it is that makes a practice somatic is answered through a detailed analysis of the 
somatics’ literature. The outcome of the analyses is the identification of specific 
characteristics of somatic practice which are used for the development of the tables 
and the key practice concepts. The literature therefore provides the historical and
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contextual knowledge-base in which the research is grounded. The conceptual 
boundaries of somatics are also explored through the personal phenomenological 
accounts of nine key dance-somatic and somatic practitioners in the field. The 
accounts have been collected through a semi-structured interview process and are used 
in support of the literature and the development of the key practice concepts. In 
addition the researcher’s own experience in the Feldenkrais method over a number of 
years and limited experience in a range of other practices including the Alexander 
technique, Skinner Releasing Technique (SRT), Body-Mind Centering (BMC), 
Bartenieff Fundamentals (BF) and Gindler/Selver’s Sensory Awareness is also used to 
support the analysis. The outcome of these analyses provides an account of how 
somatics is conceptualised, in the present time, by those working in the fields of 
somatics and dance-somatics. To a certain extent a historical account of somatics is 
also constructed through the analysis.
For the analysis particular attention is given to Wittgensteinian’s theories on meaning 
and understanding incorporating family resemblances (Best, 1974; Hacker, 1997; 
Bloor, 1983; Glock, 2001). The use of the word somatics is examined as another 
means to address the research question. Wittgenstein preferred to talk of use rather 
than meaning and it is suggested that it is the use of the word somatics that exposes its 
meanings and therefore an exploration of the use of the term appears to be a helpful 
tool in discovering what somatics is (Rundle, 2001). The analysis also acknowledges 
Murphy’s Outcomes of Somatic Practices (1992) and Hanlon-Johnson’s reference to 
different families of practice for example the functional family, the awareness family 
and the energetic family, although he does not relate this to Wittgenstein’s work at all 
and there is no evidence of the use of family resemblance theory in his categorisation 
(1986/7).
The use of the literature, practitioner interviews and student comments provide a 
triangulation of sources which are analysed using an inductive methodology. The 
thesis examines the information from dancers/practitioners and researchers in relation 
to their perception of change through somatic practice. Through developing an 
understanding of what somatics is, its relationship to dance and its potential within
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dance higher education, a contemporary view of the nature, place, value and future of 
somatics and its role in dance higher education in the UK is presented.
1.6 Summary
Chapter 1 presents an outline of the research context and gives a rationale for the 
study. The overall purpose of the study is delineated and the research questions 
articulated giving a clear picture of the lines of enquiry. The structure of the thesis 
and an explanation of the research focus locate the study firmly within the area of 
dance-somatics higher education in the UK. The following chapter explores the 
research methodologies in much greater depth and in particular expounds 
Wittgenstein’s theories relating to meaning and use, leading to an explanation of 
family resemblance theory in the context of this research project.
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Chapter 2 
Methodology 
2.1 Introduction.
Chapter 2 explores the research methods in greater depth, giving a detailed rationale 
for the design and structure of the research. In particular the use of Wittgenstein’s 
work is explained in order that the reader may fully appreciate the relevance of the use 
of family resemblance theory. Although family resemblance theory is key to the 
characterisation of the selected practices and the identification of the key practice 
concepts, an application of Wittgenstein’s work is not the only method used for 
answering the research questions. Therefore this chapter discusses the range of 
methods used within the study and further expands on the information given in 
Chapter 1.
2.2 The literature
This first section of the methodology gives a brief overview of the literature which is 
explored in greater depth within each of the subsequent chapters. The literature 
reviewed covers the areas of dance, dance education history, dance pedagogy, 
somatics and dance-somatics. The thesis examines and clarifies the links between 
each of these areas exposing the fluid relationships and shifting interactions between 
them, resulting in an inevitable overlap of literary sources.
There is a dearth of literature in the area of dance-somatics pedagogy in the UK and:
the subject of training in dance generally is certainly under-represented in the 
literature and scholars both inside and outside of dance would benefit from any 
research addressing the region most densely traversed by the dancer (Bales, 
2008, 20).
Although Bales’ writing is referring more specifically to a USA context, it is argued 
here that this underrepresentation is global. None the less several conferences in the 
UK since the year 2000 have had a specific focus on somatics in relation to both 
teaching and creativity, which indicates a growing interest in the area by practitioners
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and dance scholars in the UK. For example, the Laban Conferences: New 
Connectivity: Somatic and Creative Practices in Dance Education July 2003 and 
Immeasurable? The Dance in Dance Science, July 2005. Others include the 
Changing Body Symposium, Exeter University 2006 and Somatic and Creative 
Practices, John Moores University 2008. Conference papers resulting from some of 
these events provide recent references for the new area of dance-somatics and make a 
clear connection with this research project in dance-somatic pedagogy in the UK. The 
current writings and reflections of several UK dance practitioners and scholars 
enhance the work presented in this thesis (Alexander, 2001, 2003,2008, 2010; Emslie, 
2002, 2006, 2010; Garrett-Brown, 2007, 2010; Kampe, 2010; Loukes, 2003, 2006, 
2007, 2010). Thus it is argued there is evidence that scholarship around dance- 
somatics is a new and growing area of development in UK academia.
Within the thesis the area of dance pedagogy and education is covered partly through 
the literature relating to the twentieth-century historical context of dance higher 
education in the UK as well as by the more current literature reflecting a 
contemporary dance higher education context. Brinson gives a good overview of the 
development of dance in education during the nineteenth and twentieth-centuries. He 
usefully relates the trajectory of dance education and training to a range of historical 
events, circumstances and developments which are relevant to this study. For 
example women’s teacher training colleges, the introduction of physical training (FT) 
into the primary school curriculum, the first UK dance degrees and the development 
of community and contemporary dance in the UK (1991). Other useful sources of 
information in these areas are various policy papers, including the Council for 
National Academic Awards (CNAA) (1992) and the Calouste Gulbenkian 
Foundation’s report into Dance Education and Training in Britain, which precedes 
Brinson’s work (1980). Adshead’s work on the development of dance degrees 
includes several primary sources (1981) which provide relevant contextualisation for 
this study.
The relationship between the growth of New and post-modern dance and dance higher 
education in the UK in the mid to late twentieth-century is explored through reference 
to a variety of sources. Jordan suggests that the ‘question of what post-modernism
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means for dance ...remains open to debate’. She points to the Judson Dance Theater 
in New York in the early 1960s as ‘the beginning of a post modem movement in 
dance’ and refers to a range of understandings of the term post-modernism by dance 
scholars most notably Banes, Copeland, Levin and Foster (1992, p. 4). Jordan herself 
admits to ‘keeping an open relationship to this debate’ whilst ‘relating British work to 
the ideas that have emerged and been theorized internationally since the 1960s’ 
(1992, p.6).
The term New Dance in Britain is associated with the X6 collective based in London 
in the late 1970s and, as Jordan points out, the term was ‘coined with the publication 
of the first issue of New Dance magazine in New Year 1977’. As a result the work of 
those involved and associated with X6 became known as New Dance (1992, p. 58). 
In the context of this thesis the term New Dance is used when referring to the X6 
collective and those associated with it at the time (1977-1988). The term post-modern 
dance will refer to the Judson period in the USA and those associated with or 
influenced by it. The discussion around the terms post-modern and New Dance is 
continued in Chapter 3 of the thesis. As Jordan also suggests, the terms contemporary 
and independent dance are most often used and will be the terms used within the 
thesis to describe current dance practice other than named codified techniques. The 
term dance-somatics refers to the area under consideration in this thesis and, it is 
suggested that, it remains a term which is open to debate and development.
The work of Jordan (1992); Preston-Dunlop (1998, 2005) and Nicholas’ work on 
Dartington Hall and its dancers (2007) make a natural connection with dance as taught 
by Mary Fulkerson at Dartington College of Arts from 1973, although, evidently, 
Fulkerson did not call it somatics, dance-somatics. New or post-modern dance. 
However she did teach a practice which she referred to as release which was informed 
by a number of influences from her experiences in the USA, for example, Todd’s 
seminal work The Thinking Body (1937). Fulkerson’s own experience of working 
with Barbara Clark, a former student of Todd’s, and Joan Skinner (Nicholas, 2007) 
are also significant. Fulkerson describes the development of her release work whilst 
at Dartington as:
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an open-ended enquiry into the relationship between thinking and moving. 
Release activity is informed by the ongoing feedback process between thought 
and action where intuition promotes activity and activity influences and 
develops intuition. The feedback process is in evidence within any of life’s 
activities, since all that we do is a process of image creation and fulfilment. 
Release is an integrative technique in which mind and body are seen as 
completing each other (O’Donnell-Fulkerson, 2000, p.4).
This description has some commonalities with Joan Skinner’s Skinner Releasing 
Technique (SRT), unsurprisingly given Fulkerson’s influences. It is suggested that 
there are also strong connections with what has become, arguably, a rather hybrid 
form of contemporary dance technique often referred to by many dancers and teachers 
today as release or release-based dance technique. This popularity and hybridisation 
of the work that Skinner began in the 1960s was recognised by her early on in the 
USA, thereby prompting her to attach her own surname to the work in order to protect 
its identity, specificity and uniqueness (Skura, 1990). Thus Skinner Releasing 
Technique was bom. Fulkerson’s influence in the UK was significant through those 
that she taught, such as Rosemary Butcher, and those that she worked with at 
Dartington, for example, Strider and members of the X6 collective, through the 
Dartington festivals (Jordan, 1992). Undoubtedly Fulkerson had a substantial impact 
on the nature of New Dance and its development from the 1970s (Early, 1978; Jordan, 
1992; Claid, 2006; Nicholas, 2007). Claid also refers to Fulkerson and the legacy of 
Dartington and within the same volume outlines the beginnings of the New Dance 
movement in the UK suggesting that:
if it was possible to re-leam the basic body-mind pedestrian actions of 
everyday life through the application of a technique such as Alexander, then it 
must be possible to re-leam the fundamentals essential to the language of 
ballet through the same method (2006, p.82).
This comment indicates a clear alignment with the use of a somatic practice, in this 
case Alexander technique, with the beginnings of a different way of thinking about 
how to teach and leam dance. It should be noted that Joan Skinner herself was very 
influenced by the work of Alexander, having sought treatment for a back injury from 
one of only three Alexander teachers in the USA at that time (Skura, 1990; Allison, 
1999). Claid does not refer to this work as somatics but she gives a very clear
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indication of the use of practices such as Alexander technique by dance artists 
working at X6 during the period 1976 to 1980. In addition Claid refers directly to the 
need for a safer dance practice, a practice which looks after the dancing body rather 
than damaging it (2006).
Alongside the development of New Dance in the UK was the journal of the same 
name with the first issue in the new year of 1977 edited by Emilyn Claid and Jacky 
Lansley. Subsequent issues were edited by the X6 collective which changed over 
time but in the early days those who remained constant were Emilyn Claid, Jacky 
Lansley, Fergus Early, Stefan Szczelkun, Geoff White, Maedee Dupres, Mary Prestige 
and Timothy Lamford {New Dance, Issue 2, Spring 1977). Issues of New Dance 
magazine provide a fascinating catalogue of activities, debates, articles and letters 
from this time relating to X6 and other independent dance artists during the years of 
its publication (1977-1987). For example, in the first issue of New Dance Kate Flatt 
writes:
I took some classes in release work and began taking Alexander technique, to 
see if they would help my apparent lack of communication with myself. I also 
questioned the necessity of almost twenty years of technical involvement in 
dance (1977, p.7).
The connection between somatics and the development of New Dance in the UK is 
evident within the pages of the magazine and it has proved to be a potent resource for 
the research and writing of the thesis. A more detailed exploration of X6, the New 
Dance movement and the development of what became known as release-based dance 
and the affects on dance higher education pedagogy are further addressed in Chapter 3 
of the thesis and thereafter.
An examination of the literature on somatics itself brings together a complex and rich 
source of information based on the writings of some of the pioneers of key somatic 
practices, such as FM Alexander (1918, 1969, 1985, 1986) and the many people who 
studied with him, for example Wilfred Barlow and his wife Marjory, (1973). There 
are a vast number of papers and books written on Alexander’s work but for the 
purpose of this study Alexander’s own writings are mainly used. Moshe Feldenkrais
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(1949, 1964, 1981, 1984, 1985, 1990) was a more prolific writer than many of the 
other somatic pioneers and his work has therefore been an important source of 
information for this work as well as the writings by those who have studied his 
method, for example, Murphy (1992), Ginsburg (1999), Goldfarb (1990, 1993) and 
many more.
The work of Elsa Gindler was mainly preserved by her student Charlotte Selver and 
subsequently Elaine Summers, who ‘studied briefly with Martha Graham and Merce 
Cunningham’ (Loukes, 2010, p.76), and is lodged at the Charlotte Selver Foundation 
in the USA. There is little available work actually written by Gindler, Selver or their 
followers but reports on the practical workshops led by them and the development of 
their work and other information, for example in Loukes (2003; 2010), appears in 
books and journals on somatics, such as Hanlon-Johnson (1995) and Allison (1999). 
The recent publication of an expanded version of a classic text brings together the 
writings and teachings of Charlotte Selver and Charles Brooks, giving a rare insight 
into the development of their Sensory Awareness work over the many years they spent 
working together (Lowe & Laeng-Gilliatt, 2007). Charles Brooks’ own book. Sensory 
Awareness (1974), gives a first hand account of Charlotte Selver’s work and Brooks’ 
own involvement.
Joan Skinner’s work has been discussed in few books (Hanlon-Johnson, 1995; 
Allison, 1999) and little has been written by her or about her until relatively recently 
(Emslie, 2010). However some of these more recent articles may be found on the 
Skinner Releasing Institute’s website as SRT has gained in popularity and more 
teachers have been trained (www.skinnerreleasing.com/articles.html). A number of 
articles written by SRT-trained teachers have provided a specific insight into 
Skinner’s work and the development of this practice within UK dance higher 
education. In particular the work and writings of Kirsty Alexander at Middlesex 
University, the Laban Centre London and London Contemporary Dance School 
(2001, 2003); Rebecca Skelton and her work at the University of Chichester (2002) 
and Manny Emslie and her work at Liverpool John Moores University and Chester 
University (2002, 2006, 2010). All of these authors explore Skinner’s work as 
experienced trained dancers and dance pedagogues in higher education. Participation
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by the researcher in SRT sessions over the years has contextualised the descriptive 
work of the above writers and provided detail in relation to the dance context, which 
is explored further in Chapter 5 of the thesis. The running of the first SRT teacher 
training in the UK at the University of Coventry in the summer of 2010 is testament to 
the developing interest in Joan Skinner’s work that is evident in the UK today. The 
most useful information for the analysis of data relating to the characterisation of 
somatics has been through reading the work of the pioneers themselves, when 
available, and the work of second and third generation practitioners. The opportunity 
to both talk to and work with some of these practitioners has allowed for a more 
detailed discussion around the application of somatics to dance higher education over 
the last ten years some of which are referenced in the thesis (Alexander, 2010; Brown, 
2002; Clarke, 2002; Clark, 2002; Huxley, 2002; Jackson, 2010; Ludlow, 2010; Reed, 
2010a, 2007; Williamson, 2010).
There are literally hundreds and probably thousands of articles written under the title 
of somatics but these are often wide ranging and not of particular use or interest for 
this study, which is focussed on those practices more specifically used within dance 
higher education. However, there are some excellent sources for the purpose of 
characterising what it is that makes a practice somatic and which have a more general 
yet informed and scholarly remit. In particular the work of Don-Hanlon Johnson 
(1983, 1986/87, 1995, 1997) and Thomas Hanna (1976, 1977, 1979, 1983, 1986, 
1990, 1990/91) have been particularly useftil. Somatics: Magazine/Journal o f the 
Mind/Body Arts and Sciences, still published in the USA and founded in 1976 by 
Hanna, largely deals with practices used within a therapeutic context in the USA. 
Nevertheless this journal raises some pertinent issues around the categorisation of 
somatic practices and the blurring of boundaries between somatics as education and 
somatics as therapy. Hanna’s articles are of particular value, given that he is the 
founder of both the journal and the term somatics itself and his writing around 
somatics as education and therapy is further explored in Chapter 4 in the discussion 
around understanding and characterisation of somatics.
In this study the work of several North American dance educationalists is referenced 
as a useful comparison to the development of dance-somatics within higher education
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in the UK. In particular the work of Jill Green (USA) and Sylvie Fortin (Canada) is 
especially helpful because of their focus on dance pedagogy and somatics in North 
American higher education contexts. The bulk of Green’s work has appeared since 
1996 when she wrote several articles on creativity and somatics (1996a; 1996b; 
1996c). In these works she examines the relationship between somatics and creativity 
as a vehicle for socio-political and personal change. Seemingly Green’s work has not 
looked at any specific somatic practice in depth, indeed this does not appear to be her 
aim, and she refers to somatics in a more general sense. Green uses the term somatics 
‘to describe body mind practices that tend to focus on an inner awareness and use the 
proprioceptive sense or an inner sensory mode’ (1996a). In her paper, Post-Positivisl 
Research in Somatics and Creativity, Green charts the development of her work and 
how her research methods have changed but also her assumptions and in particular her 
assumption of ‘somatic and creative experience as neutral and value free’ (1996c). 
Her more recent work focuses on socio-political and gender issues relating to the body 
in dance and dance education. It is here that her real interest in ‘the self as a social 
construction’ emerges and it is this that is the essence of what she later terms her 
‘social somatic theory’ (2002a). The questions that she subsequently asks are ‘how is 
somatic experience inscribed by culture? And ‘do inner somatic authority and social 
change work against each other or is it possible to move toward social change through 
somatics and creative practices’? It is Green’s interest in critical pedagogy which is 
of most interest in relation to the context of this research project (2001; 2002a). She 
also suggests that ‘while somatic and creative work provide a vehicle for personal 
change they also, in most cases, were inseparable from socio-political consciousness 
and change’ (1996c).
All of the literature described is useful for situating this study on UK higher education 
dance-somatics and is explored in more detail throughout the various sections of the 
thesis. The review of the literature from the North American writers, Green and 
Fortin, shows the rise of dance-somatics within North American higher education, 
although there are still many courses in the USA that still do not recognise the value 
of this work. It is suggested that the extent of Fortin and Green’s research does reveal 
the need for further research into dance-somatics in the UK dance higher education 
context where, it is argued, it is still very much in a developmental stage. Sarah
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Whatley, Professor of Dance and Research, Director of ICELab at Coventry School of 
Art and Design, Coventry University and editor of the Journal o f Dance & Somatic 
Practices, suggests that:
what is important is that we acknowledge the history of the practice... we need 
to acknowledge the seeds of this work, even though it may not have been 
labelled and described as somatics. It is only relatively recently in the UK that 
we have started to discuss it in those terms. We need to map the influences of 
those people (2010).
The connection of the growth of a British dance-somatics in the twenty-first century 
with that of a specific movement in New Dance during the 1970s and 1980s and 
consequently a particular development within dance-higher education pedagogy is 
only just beginning to be articulated and the literature cited goes some way towards 
supporting this articulation. Thus it can be seen that the development of dance- 
somatics may draw upon a multiplicity of disciplines including dance, dance 
pedagogy, somatics, sociology, anatomy, physiology, bio-mechanics, theories of the 
body, philosophy, psychology and consciousness studies. Therefore the literature 
throughout this study weaves and traces these multi-disciplinary links.
2.3 Problematics
The problem identified from the research is the status of somatics within dance higher 
education, certainly in the past but also as a current area of dance pedagogy which is 
still establishing itself, arising as it has out of post-modemity (Jordan, 1992). A 
further problem identified early in the research process has been opposition, in some 
contexts, to the use of a somatic approach alongside traditional dance technique 
(Clarke, G, 2002). More recent evidence gained through the interviews conducted as 
part of the research suggests a greater prevalence of inclusion of the area of somatics 
within dance degree courses. There is support by ‘a small but powerful community of 
dance educators (who) are now working towards integrating somatic practices into 
their undergraduate and post-graduate degree programmes’ (Emslie, 2010, p. 169). 
However the surveys conducted by Reed in 1998, 2006 and 2010 (see Chapter 6) do 
not indicate real growth. It is suggested that this is evidence that somatics is still very 
much a new, underdeveloped and/or under recognised area of dance higher education
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in the UK, which needs greater recognition. Furthermore, regardless of the 
longstanding commitment of some dance degree programmes to somatic practices, for 
example, Dartington College of Arts, De Montfort University and Coventry 
University, the value of this work is still questioned. Despite this ‘it is hard to 
imagine how some institutions do not engage with somatics’ (Whatley, 2010) in a 
twenty-first-century contemporary dance higher education context.
There are questions relating to the issues that have arisen out of the research. For 
example, is somatics seen as a challenge within the dominant paradigm of some 
traditional dance contexts? And is somatics seen as oppositional to dance technique? 
The research therefore problematises the inclusion of somatics within the dance higher 
education curriculum including some conservatoire-based courses (Alexander, 2010; 
Clarke, 2002).
2.4 An introduction to Wittgensteinian theory
Wittgenstein’s Family Resemblance Theory is used as an integral part of the 
methodology for addressing the question, what is somatics? It is generally believed 
that Wittgenstein’s most important contribution to modem thinking is in relation to 
language games and, following on from that, his work on family resemblances (Bloor, 
1983; Bragg, 2004). He ‘came to reject logical analysis as a means of achieving 
clarity’ (Clock, 2001, p.14). According to Clock ‘what is required to achieve clarity 
about conceptual issues is not logical analysis, but a description of our linguistic 
practices’ (2001, p. 15). In his abandonment of logical atomism, Wittgenstein retained 
the idea of a ‘phenomenological primary language’ (Clock, 2001, p. 15), He knew that 
it was not simply that philosophical investigation led to proving a matter as ‘logically’ 
right or wrong, it was ‘above all a matter of authenticity’ (Heller, 1988 p. 143-44). 
Wittgenstein’s Philosophical Investigations (1974) in particular examine language 
and take a ‘pragmatic view...in which meaning is use and must be learned’ (Peters & 
Marshall, 1999, p.4). Wittgenstein was fascinated with the acquisition of language 
and he concluded that language is learned practically and as a part of a ‘community of 
practices’. It is argued that Wittgenstein’s works or ‘styles’ are ‘essentially 
pedagogical’, that is ‘they help us escape the picture that holds us captive’ (Peters &
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Marshall, 1999, p.4). Indeed Wittgenstein places emphasis on actions, responses, 
descriptions, attitudes and skills in a purely practical and, arguably, phenomenological 
manner (Lurie, 1992, p. 197). Therefore through Wittgenstein’s ideas and writings it 
is possible to challenge perceptions about many concepts that are either vaguely 
conceived or poorly and ambiguously articulated, through looking at the facts 
surrounding use, meaning and understanding on a given topic.
In an on-line discussion following a Radio 4 broadcast led by Bragg titled 
Wittgenstein and Linguistics some of the contributors made considerable criticism of 
Wittgenstein and his ideas, in particular the extent of his contribution to the field of 
philosophy and linguistics (2004). However it remains that for the purposes of this 
study Family Resemblance Theory has been a useful tool in the analysis of data for 
the specific purpose of understanding the question, what is somatics?
Wittgenstein maintains that our confusions in problem-solving originate in language. 
We do not have problems in an everyday situation because we are familiar with the 
use of language in this context. The trouble, suggests Anderson, is ‘when we start to 
reflect on language...on our use of words, eventually we find ourselves quite lost’ 
(1986, p. 182). Somatics provides a good example of the problem highlighted by 
Anderson and in relation to the key research question, what is somatics? So why can’t 
somatics just be defined or easily explained as this or that? As Hacker points out 
‘some segments of language for example - psychological terms such as ‘mind’, 
‘thought’, experience, etc present greater barriers to attaining an overview than others’ 
(1997, p. 10). It is suggested that this is an overriding problem with the term somatics 
as currently used and understood within dance and this problem is explored in greater 
depth in Chapter 4 of the thesis.
The holistic approach of somatics presumes a non-Cartesian view of body practices 
and discussions around the development of an integrated self. This view of the body 
relates strongly to Western post-modern dance practice and has been much in 
evidence from the mid-twentieth-century. Wittgenstein saw the ‘mental as essentially 
manifest in the forms of human behaviour, which give expression to the ‘inner’. 
However an external behaviour is often interpreted as the ‘outward manifestation of
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inner events and states’ (Hacker, 1997, p.4, p. 42; Best, 1974, p.6). But according to 
Wittgenstein it is not like that and his discussions on pain and the body are interesting 
here (1974, pp.286-293). For example, I am not my body, I just am and my body is a 
body. As he suggests ‘isn’t it absurd to say of a body that it has pain? And why does 
one feel an absurdity in that? In what sense is it true that my hand does not feel pain, 
but I in my hand?’ (1974, p.286). Hacker makes a useful point that:
Wittgenstein’s argument has direct bearing on contemporary 
neurophysiological psychology (and on brain/body dualism) for scientists are 
prone to ascribe to the brain these functions which Cartesian tradition wrongly 
ascribed to the mind (1997, p.50).
The ‘mind-body problem’ centres on the notion that the mind ‘is an inner, non­
physical substance’ and the body is ‘an outer, physical substance’ (Ter Hark, 2001, 
p. 199). It is generally acknowledged, as Ter Hark points out, that the problem is no 
longer perceived in such inflexible binary terms, however the inner/outer ‘divide’ is 
still clearly evident within contemporary philosophy of mind. Kim suggests that 
philosophy of the mind is ‘defined by a group of problems’ (2011, p.8). The particular 
“problem” referred to in this thesis, and addressed in relation to somatics and dance 
somatics, ‘concerns the relation between minds and bodies, or between mental and 
physical phenomena. Collectively called “the mind-body problem’” (Kim, 2011,
p. 12).
Ter Hark suggests that the ‘mind-body dualism has been replaced by a mind/brain -  
body dualism’ (2001, p. 199). However Hacker suggests that:
the Cartesian myth, like all great myths, is insidious. It can assume many 
guises, and even those who think of themselves as liberated from Cartesianism 
adopt crucial elements of the tale (1997, p. 16).
This is revealed at times within both somatics and dance and, in cases cited in Best, in 
physical education where reference to the body-mind rather than the bodymind or 
even just the body is often made, suggesting a dualistic mode of thinking and action 
inappropriate to a somatics model of working (Best, 1974). This dualism has been 
dominant in dance where emphasis on traditional training has been on the body as a
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tool of the choreographer and, in the past, the male choreographer as creator and the 
female dancer as performer, the doer without question, body not mind (Adair, 1992). 
Within the thesis somatics is explored as a tool which may enable dance students to 
challenge the dominant discourse.
However Best asks what is wrong with dualism and suggests that there are two 
specific fallacies:
a) an inadequate theory of the relationship between mind and body
b) an inadequate theory of meaning in language (1974, pp.4/5).
He refers to Wittgenstein‘s writing:
The intellect cannot coherently be regarded as alluding to some inner faculty 
which makes possible the relevant forms of activity, but is a convenient 
shorthand for alluding to a person’s capacity for dealing with some of the 
various activities which are called “intellectual” (Wittgenstein, cited in Best, 
1978, p.54).
In his writing Best (1974, 1978, 1992) directs his attention towards the art form of 
dance and discusses Wittgenstein’s work on language and family resemblances. In 
the context of this thesis Best’s work is useful in informing explorations into the 
relationship of dance, somatics and pedagogy in higher education and the use of 
Wittgenstein’s family resemblance theory.
Hacker suggests that Wittgenstein’s criticisms ‘demolish the Cartesian picture and 
undermine contemporary brain/body dualism equally effectively’ (1997, p.20). He 
points out that that there are many misconceptions surrounding the inner and the outer 
that are ‘concealed and revealed, direct and indirect’ and that they ‘go hand in hand 
with a deep rooted misconception about human behaviour’ characterising both 
‘Cartesian dualism and contemporary brain/body dualism’ (Hacker, 1997, p.42).
Tanesini maintains that ‘there is a temptation, whenever we try to resist Descartes’ 
dualism of mind and body, to think of ourselves as our bodies’ (2004, p. 114) and she 
points to Wittgenstein’s rejection of Descartes’ reductionist view of the human body 
as one where ‘the body is an object that can be understood in terms of the interactions
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among its parts’ (2004, p.l 14). Furthermore, Wittgenstein’s resistance to mind-body 
dualism relates to the idea ‘of a human being identified with a soul, who is best 
pictured as a living human body’ (Tanesini, 2004, p.l 14). Wittgenstein’s use of the 
word ‘soul’ is interesting and may derive from the German word seele, which refers to 
‘the essence of our humanity, to what makes us human’. It is relevant that in English 
translation the word seele translates as mind (Tanesini, 2004, p.l 15). Wittgenstein 
sees ‘the living human body’ as the ‘seat of human capacities, including those which 
are labelled ‘intellectual’ or ‘mental’ (Tanesini, 2004, p. 116), which suggests an 
inclusive and holistic view of what it is to be human. He avoids the idea ol 
embodiment because for him ‘the human being does not inhabit the body; the human 
being is the animate body’ (Tanesini, 2004, pp.115-118). However it should be 
pointed out that the term embodiment is popular amongst dancers who work willi 
somatics and the notion of embodying a process, idea or technique is something which 
is common in contemporary dance. Perhaps this suggests a misunderstanding of tlic 
term somatics by dancers who in using the term embodiment may be seen to be 
reinforcing a dualistic attitude, most probably unwittingly. To return to Tanesini, her 
sympathy with Wittgenstein’s account of the human being lies in his emphasis on the 
‘vulnerability of our humanity’, which she believes recommends itself to feminists 
(2004, p. 118) and, I suggest, recommends his theories as appropriately applied to 
dance-somatics.
Although the mind-body dichotomy is highly relevant to the questions posed within 
the thesis, it is not possible fully to explore this area of the philosophy of the mind 
within the confines of this work. However it is useful to acknowledge its importance 
and to note Wittgenstein’s thoughts, and those of Wittgensteinian scholars, in relation 
to the various mind-body debates and the relationship of these debates to the 
exploration of somatics within the study. In particular Alessandra Tanesini’s use of a 
feminist lens offers a more contemporary interpretation of Wittgenstein’s work which, 
it is argued, feels more in keeping with the exploration of dance-somatics as relational 
practice. Furthermore in the context of this research it is the meaning, understanding 
and use of the term somatics which is explored in relation to its nature, place, value 
and friture within dance higher education. In letting the use of the word within the 
language of somatics and dance teach us the meaning of the word through a
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Wittgensteinian analysis, a truer understanding of somatics will be gained. Rundle 
suggests that:
the use is something we can master, something that can be shared by the 
members of a community, and the meaning determined is accordingly not 
something occult, something forever hidden from us (2001, p. 103).
Wittgenstein’s preference for the word use rather than the word meaning, suggests 
that misunderstanding can arise in assuming that ‘the meaning of a word is an object’ 
(Rundle 2001, p.95). For example, is it true to say that the meaning of car is the 
object which is a car? Or for that matter that the meaning of somatics is the activity 
which is somatics? Conversely those who adhere to this idea may also believe that the 
meaning of a word is what that word stands for (Rundle, 2001). Therefore, I argue, it 
may be assumed on that pretext that for some, for example dance students, somatics is 
seen as a very general and non-specific field. In other words somatics is often seen to 
represent a very wide range of practices, sometimes without clear distinction. This 
can be shown, for example, in Long’s work with university dance students, who refer 
to somatics in a broad and general sense indicating a range of non-dance practices 
(Long, 2002). Some dance practitioners, for example. Green, Long and Fortin, have 
used somatics as a general term to encompass specific practices. One of the 
challenges of this research is to clarify the field of somatics and its relationship to a 
dance context and to explore the usefulness of the term and some of the practices 
associated with it in relation to dance. This problem is explored in some detail in 
Chapter 4 of the thesis.
Rundle suggests that even when a word does stand for an object ‘that object is not its 
meaning’ (2001, P.97). And Kenny maintains that, ‘understanding’ (something) ‘is 
different from the expression of understanding. Understanding cannot be exhibited; it 
is something inward and spiritual’ (1994, p.61). It is suggested that true 
understanding of a somatic practice may mean knowing all about that specific 
practice, having a deep knowledge about it and being able to ‘apply it’ (Kenny, 
1994). This notion is explored further in Chapter 4.
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The difficulties in understanding the meaning of a word have been illustrated above. 
It is argued that in order to answer the question what is somatics? it is essential to 
establish a frill understanding of the term somatics, which may be seen to be quite 
different, and in its use, from the word somatic; defined as ‘relating to the body, 
especially as distinct from the mind’ (Oxford Dictionary of English, 2009). To 
reiterate, the field of somatics relates to bodymind practices and thus the ‘mind-body 
problem’, as identified by Kim on page 29 of this thesis, may be seen to be persistent 
within the exploration of the field of somatics. Hence the use of Wittgenstein’s work, 
and in particular his family resemblance theory. Wittgenstein’s writing in the 
Philosophical Investigations is useful in clarifying the connections between use and 
meaning when he suggests that “for a large class of cases -  though not for all -  in 
which we employ the word ‘meaning’ it can be explained thus: the meaning of a word 
is its use in the language. And the meaning of a name is sometimes explained by 
pointing to its bearer’ (1974, p.43). However Rundle does maintain that in order to 
understand a word it is necessary to ‘set aside such matters as where or by whom a 
word is used’ (2001, p. 102). The use of Wittgenstein’s theory for this thesis may be 
seen to be problematic in so much that somatics is being viewed through its use within 
the vernacular of a specific community, that is those who practice somatics and read 
about somatics and take an interest in it. This uncertainty is further compounded by 
Wittgenstein’s statements relating to the use of a word in grammar. For example ‘the 
explanation of the meaning explains the use of the word’ and ‘the use of a word in the 
language is its meaning’ and ‘grammar describes the use of words in the language’. 
However the meaning of a word is more than its use (Clock, 2001, p. 102) and 
Wittgenstein suggests that we let ‘the use of a word teach us its meaning’ (1974, 
pp. 197-139). Wittgenstein was clear that more than anything philosophy was to do 
with meaning and that the struggle of philosophy ‘is against the bewitchment of our 
understanding by means of language’ (1974, p. 109).
It is suggested that the problems surrounding the use of the term somatics and 
therefore its meaning rest upon an ill-defined concept of the everyday use of the term 
within a variety of contexts. Through a Wittgensteinian approach the problem of 
meaning can be answered through looking at and describing the circumstances and 
‘rules’ surrounding the use of a word (Clock, 2001). Wittgenstein’s Philosophical
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Investigations (1974) therefore provides a useful text for helping to understand the 
complexities of the field of somatics through examining his ideas on concepts, 
intentionality, understanding and thinking in connection with his main theme, ‘the 
nature and language of understanding’ (Clock, 2001, p.22).
Wittgenstein suggests that the ‘limits language operates in are social and are to do 
with social discourse’ (Cowlam cited in Bragg, 2004). Some of these discourses are 
‘giving orders and obeying them... describing the appearance of an
object....constructing an object from a description.. .reporting an event’ (Wittgenstein, 
1974, p.l 1). In the context of this study therefore it may be that it is how somatics’ 
teachers, scholars and participants talk about somatic practices and the use of 
language that constructs the discourse around somatics; for example, how they 
observe and describe their practice. However it is not just the oral language of 
somatics that determines what it is or might be. It is also determined through the 
perception and experience of those who take part as participants, observers and/or 
practitioners that form the concepts relating to different practices that may be linked 
through a family resemblance. As Anderson suggests ‘the question of what a word 
means is then, internal to the language of which it is a part, and the business of 
determining what it means is then a matter of seeing how it gets used’ (1986, p. 194). 
It is therefore through an examination of somatic practices themselves and recognition 
of their similarities, links and differences through family resemblances that a greater 
understanding of somatics will be gained.
Through the analysis the problematics around somatics will be addressed by 
establishing the ‘familiar’ and enabling a ‘clearer view of matters about which we 
have become contused’. Wittgenstein’s premise that language is both public and 
collective and ‘something that is passed from the community to the individual and not 
built up from individuals into a common thing’ is important in looking at what 
somatics is (Anderson, 1986, pp. 193-194). Hacker suggests that ‘the only kinds of 
explanation in philosophy are explanations by description -  description of the use of 
words’ (1997, p.9). It is about language games and about ‘disentangling conceptual 
confusions -  confusions that arise, inter alia, through the unnoticed misuse of words” 
(Hacker, 1997, p.9). ‘Words are like tools’; we see how they are used and then make
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use of them ourselves and that way Team the proper use’ (Anderson et al, 1986, 
p. 193) or maybe invent a proper use. It is the failure of the proper use of language, 
which gives rise to confusions in understanding (Anderson, 1986, p. 191). This may 
be what has and still is happening within the area of somatic practices. Some somatic 
practices have been around for hundreds of years and have, subsequently, become an 
important part of dance development during the twentieth-century in particular. An 
understanding of somatics and the terms used to describe it is still evolving:
More than anything else what Wittgenstein was trying to get us to see was just 
what sort of questions we can ask about meaning, language, knowledge and 
reality, and just where the differences lie between empirical questions to be 
answered by science and social science and conceptual questions that are the 
province of philosophy (Anderson, 1986, p. 195).
So the question arises as to what the conceptual connections are within this field 
known as somatics, which have been overlooked and therefore cause confiision 
(Hacker, 1997). Wittgenstein maintains that the problems are solved merely by 
‘arranging what we have always known’ (1974, p. 109). He was particularly interested 
in the grammatical roots of ‘philosophical error,’ and ‘all the rules for the use of 
words including those that fix their meaning’ (Hacker, 1997, p. 17). However in 
relation to somatics this is seen by some to be problematic; that is, they may argue that 
in identifying a field of somatics, the practices inherent within in it will become 
unduly fixed. Nevertheless it is argued that unless there is some clarity in the ideas 
around what somatics is we cannot hope to communicate its place and role within 
dance.
As has been described above, the use of Wittgenstien’s work is useful in helping to 
clarify the complex field of somatics. The following section of the methodology 
relating to Wittgenstein’s work, takes a closer look at family resemblance theory and 
its application to the research problem.
2.5 Family Resemblance Theory
One of the main problems with philosophy has been the desire to find definitions for 
everyday terminology and to look for the common elements, and through doing so to
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then ‘dispense’ with the term in question. As has been shown, Wittgenstein 
challenges this notion, ‘moving past finding the commonalities between uses of a 
concept, and moving forward into a new way of looking at concepts in our lives -  as 
family resemblances’ (project-aristotle:09.07.04). Wittgenstein suggests that in using 
a general term for a group of things we are unlikely to find any one thing that defines 
them but there are characteristics within a term that relates the components (1974). In 
short:
family resemblances are a way of construing a concept not based on universal 
characteristics that form necessary and sufficient conditions, but a way of 
grouping things together by looking at threads of commonality between some 
items underneath a concept, but not all. Thus family resemblances give us an 
adequate means of determining the definition of a concept (proj ect-aristotle, 
09.07.04).
Bloor points out that trying to classify objects and assuming that we can refer to them 
as belonging to a specific class is problematic. He saw the problem as the transitional 
step from one ‘accepted application’ of a word to another (1983). Wittgenstein was 
interested in the ‘real transition’ rather than the ‘shadow’ transition between these 
applications, and family resemblances was one of the methods that he used to explore 
the problem (Bloor, 1983, p.29). There are a number of theories which may be seen 
to explain how a word may be newly used: for example, somatics as representing a 
variety of body practices. Bloor suggests that ‘these theories suppose that we can 
come to know that diverse things share a common ingredient, or a common property, 
and this explains our grouping them together under the same heading’ (1983, p.30).
Family Resemblance theory was outlined by Wittgenstein in his book Philosophical 
Investigations first published in 1953. Wittgenstein’s ‘aim was to make the idea of 
universals, essences, ingredients and properties as problematic as possible’ (Bloor, 
1983 p.30). He suggests that when we look at concepts and try to link them together 
they do not have any ‘one thing in common’ that we can use the same word for, but he 
saw that they are related to each other in very many ways (1974, p.65). He goes on to 
say that if we look at these concepts, we will:
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not see something which is common to all, but similarities, relationships, and a 
whole series of them at that...we see a complicated network of similarities 
overlapping and criss-crossing: sometimes overall similarities, sometimes 
similarities of detail (1974, p.66).
It was these similarities that Wittgenstein called family resemblances, relating to the 
way that families resemble each other; this theory forms an integral part of 
Wittgenstein’s philosophy of language. Bloor points out that there are many examples 
of ‘family resemblance concepts’: for example, within ‘the classificatory language of 
history’ yet there are also objections against the whole idea of family resemblance 
(1983, pp.31/32). Vygotsky, for example, suggests that the groupings used by 
Wittgenstein are child-like and that adults group things in a more sophisticated 
manner (cited in Bloor, 1983). However Bloor believes that although Vygotsky’s 
criticism should not be wholly dismissed neither is it correct, and he points out that 
Wittgenstein’s theory is ‘not just a resemblance theory: it is a family resemblance 
theory’ (1983, p.32). Critics of Wittgenstein believe that not all concepts have a 
family resemblance structure and therefore family resemblance theory is limited in the 
process of ‘concept application’ (Bloor, 1983). Scientists, for example, may consider 
family resemblance useful in a general every day sense but not for science. However 
Bloor points out that ’some of the most obvious examples of non-family-resemblance 
concepts are to be found in every day life’ (1983, p.37). He suggests that ‘family- 
resemblance concepts give way to concepts that pick out common properties, which in 
turn give way to more family-resemblance concepts’ (1983, p.36). Although 
scientists may prefer not to recognise Wittgenstein’s method of concept sorting, their 
own research constantly reveals ‘similarities between different kinds of things, and 
differences between things of the same kind’ (Bloor, 1983, p.36). Ultimately, Bloor 
suggests, all concepts could have the ‘criss-crossing of similarities and differences’ 
that Wittgenstein referred to, and therefore a family resemblance structure (1983).
2.6 Kemp’s model of Wittgenstein’s family resemblance theory
Within Chapter 6 of the thesis an analysis of somatic practices is made through 
adapting Kemp’s model of family resemblance, which is chosen as a useful and
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appropriate application of Wittgenstein’s family resemblance theory. Kemp gives the 
following table as an example of a simple summary of Wittgenstein’s theory.
Table 1. Kemp’s model of family resemblance theory
Three items are given in rows 1-3 and characteristics given in columns a-g.
a b C d E f G
1 1/
2 /  /  /
3 y  y  y
Kemp’s explanation is given as follows:
Items 1 and 3 have no characteristics a to g in common. They initially appear 
dissimilar. However, a middle term, item 2, has characteristic c in common 
with item 1 and characteristic e in common with item 3. Items 1 and 3 may 
therefore be seen to have a family resemblance through the middle item 2, 
despite prima facie dissimilarity (1996, p.l).
Kemp describes Family Resemblance theory as ‘a short list of items considered 
typical to the family’ (1996, p.l). This ‘common core’ holds the benchmark criteria 
for family resemblance and would be represented in the above Table 1, by item 2. 
‘Items for possible inclusion in the family are first compared and contrasted with the 
core members and admitted according to the significance of the relationships’ (Kemp, 
1996, p.2). The problematics of characterising or defining New Age, as identified by 
Kemp, may be seen to be similar to those associated with clarifying the field of 
somatics. One of the advantages of family resemblance theory is that it will allow 
clarification between the similarities and differences of various understandings of 
somatics and it will also allow evaluation of different chosen practices. Thus a 
valuable result of such categorisation and evaluation, as described above, would be a 
‘contemporary benchmark of consensual usage’ and understanding. Kemp suggests 
that a ‘family resemblance mode of description’ provides ‘an explicit theoretical basis 
for categorisation of phenomena’ (1996, p.4). He maintains that some researchers 
adopt the theory in order to tackle what is seen as the inadequacy of essential ism in
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finding definitions and he points out that groups particularly suited to the application 
of family resemblance appear to be:
(i) a movement that is widely known under a label that other academics may 
consider discredited perhaps because it appears to include phenomena that are 
prima facie dissimilar
(ii) a movement that is widely considered as a unitary with a label that the 
scholar may consider obfuscates important dissimilarities (1996, p.9).
It is suggested that both of these descriptions can be applied to the field of somatics, 
and because a number of practices appear to display a range of similarities and 
relationships as well as differences, then the use of family resemblance theory seems 
to fit well with the research problem of clarifying what somatics is. Wittgenstein does 
not want to ‘deny the existence of concepts whose proper use depends on the presence 
of common characteristics’ but wants to ‘stress the existence of the many concepts in 
everyday language whose correct use depends on the presence not of common 
characteristics but of incomplete similarities’ (Schulte, 1992, p.l 12). This in itself 
may answer the concerns of somatic practitioners about overly rigid groupings and 
only looking at similarities.
Bloor points out the importance of realising that ‘as well as resemblance there should 
be some other factors which play the role of ancestral connections’ (1983, p.32). 
Therefore we should look for connections as well as similarities: for example, ‘the 
father transmits his name to the son even if the latter is quite unlike him’ 
(Wittgenstein, 1980, p.923). It is important to realise that ‘within family’ and ‘cross­
family’ resemblances also need to be clarified when using family resemblance. 
Judgements around family resemblances are based upon ‘particular paradigms’ and 
within the ‘context of a particular language game’ (Bloor, 1983) and somatics can be 
seen in relation to both of these. Somatic practitioners are used to a specific language 
and body of practice with which they are familiar. Although somatic practices may be 
quite different from each other in many respects, there are also similarities which are 
useful to realise in characterising the practices as related. Bloor suggests that what 
family resemblance theory does is ‘bring out in a clear and simple way the social and 
conventional aspects of concept application’ (1983, p.33). Wittgenstein, through his 
theory of family resemblances, shows ‘how inadequate the traditional “same concept,
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same characteristics” model is’ (Schulte, 1992). Somatics, for example, is used 
widely and it has become an umbrella term under which a huge variety of different 
bodywork practices are placed, and this is not particularly helpful in trying to 
understand what somatic practice is or its relationship to dance. It would seem that it 
is the relationship of different somatic practices to each other that is the crucial key in 
clarifying the field and thereby what somatics is.
In his study Kemp outlines the problematics of applying an all-encompassing 
Wittgensteinian approach to the analysis of a specific practice and he suggests that 
‘family resemblance theory in artificial isolation from the rest of Wittgenstein is 
compatible with a traditional theoretical approach’ (1996, p .ll). Academic authority 
does exist for the use of family resemblance theory (1996, p.9) and, in the case of this 
research project, it is argued that there is a strong case for it being highly appropriate 
for the evaluation of somatic practices as explained above. To reiterate and therefore 
emphasis the point, it is through the exploration of somatics, in clarifying terms and 
looking at different practices in relation to each other, that confusion about their 
identity may be resolved which, it is suggested, may be helpful to dance students and 
those who teach them.
In this section Wittgenstein’s theory of family resemblance and its use in this thesis 
has been outlined as an analysis of key somatic practices in order to understand what 
somatics is and whether or not it is useful within twenty-fîrst-century dance higher 
education.
2.7 Summary
It is argued that clarification of the field of somatics is essential in answering the 
research questions as outlined above. The range of data gathered and methodologies 
for collection have yielded a great deal of information which is analysed, refined and 
condensed to provide as much clarity as possible in the writing of the thesis. Patton 
points out that ‘description and quotation are essential ingredients of qualitative 
inquiry’ and these need to be balanced by ‘mialysis and interpretation’ all of which are 
used within this study (1990, p.429). As Wittgenstein suggests; ‘the problems are
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solved, not by giving new information, but by arranging what we have always known’ 
(1974, p.109).
In Chapter 2 the outline of the research methods used for this study contextualise it 
within a post-positivist paradigm. The following chapter concludes Part One of the 
thesis and completes the contextualisation of the research.
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Chapter 3 
The dance landscape: an historical contextualisation.
3.1 Introduction
The questions addressed within this chapter relate to the context for the development of 
dance-somatics in UK higher education and how this context may have affected that 
development. The first part of the chapter examines the background to dance higher 
education within the UK including the development of dance within state education from 
the early twentieth century to the present day. In the second part of the chapter the 
changing nature of dance training and education is traced through its relationship to New 
and post-modern dance. The key questions addressed through this section of the chapter 
are why did an interest in somatics develop amongst professional dancers? What is the 
connection between American post-modern dance and British New Dance? To what 
extent has somatics become a part of contemporary dance training in the UK and how is it 
driven? And how might this have influenced dance higher education?
3.2 The historical context for UK dance higher education
British modem dance has developed from the early twentieth century through a binary 
system of education and training, reflecting historical influences such as sport, 
imperialism and the church (Brinson, 1991). The appendices of the Calouste Gulbenkian 
Foundation’s report on Dance Education and Training in Britain (1980) outlines the 
development of dance in UK education, which can be traced through its introduction into 
schools as part of the physical training curriculum launched in 1909. The report suggests 
that dance within British state education began with the Swedish educationalist Martina 
Bergman Osterberg, who opened the Bergman Osterberg Physical Training College in 
Hampstead, London in 1880, later transferring to Dartford in Kent in 1885. In 1896 the 
Anstey College for Physical Training was opened in Halesowen (near Birmingham) and
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through Ida Bridgman, the Vice-Principal, the college began to gain a reputation for 
dance. Other similar colleges were established offering dance as part of teacher training 
for young women, for example, IM Marsh in Liverpool, Nonington near Canterbury, 
Chelsea College in London and Lady Mabel College at Wentworth. In particular Bedford 
Physical Training College had an innovative approach to dance within the curriculum and 
had ‘pioneered connections with the new dance occurring on the continent’ through dance 
educationalists, such as Joan Goodrich, who was appointed to lecture at Bedford College 
and had studied with Mary Wigman in Germany (Brinson, 1991; Calouste Gulbenkian 
Foundation, 1980; Preston-Dunlop, 1998, p.207). Three other significant women 
influenced the teaching of dance in British schools and the private sector in the early 
twentieth century and these were Ruby Ginner, Madge Atkinson and Margaret Morris, 
thus extending the legacy of ‘Duncan-derived’ dance forms (Adshead-Lansdale, 2001). 
The Margaret Morris school of dance was opened in London in 1910 with a training for 
the theatre and later an emphasis on remedial movement work. It was the influence of 
these early colleges which was reflected in the various syllabi of 1909, 1919 and 1933. 
Up until this time it had been mainly the Swedish and Danish pioneers in physical 
training that were significant (Brinson, 1991).
From the mid 1930s onwards ‘Central European Dancing’, as it became known, had a 
significant influence in the UK and beyond and grew in popularity from then on with key 
figures such as Rudolf Laban, Mary Wigman, Kurt Jooss and Gertrud Bodenweiser taking 
the lead. In 1954 the London College of Dance and Drama was opened and in 1967, with 
the assistance of Dartford College of Education, a new qualification for dance teachers 
was established which enabled graduates of the course to teach in state schools; thus, it is 
suggested, partly bridging that gap which had existed between professional and non 
professional dance training (Calouste Gulbenkian Foundation, 1980). Although this 
meaiît that dance was now a part of the mainstream state education system in England and 
thrombi the 1933 Syllabus, it was largely only included in primary teacher
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Between the years of 1946 and 1961 Bishop Otter College in Chichester, Ashridge and 
Worcester College of Education were added to the growing list of women’s colleges 
influenced by Rudolf Laban’s ideas. In addition to these were the male colleges of 
physical education such as St John’s York and St Luke’s Exeter where, from the 1960s, 
dance was included on the curriculum. The colleges of education therefore became the 
places where young women and some young men were introduced to the new techniques 
and methods of dance training and education. Through pioneering teachers such as 
Goodrich a whole generation of specialist dance teachers were influenced and later went 
on to work in mainstream schools. Thus it was from the 1940s onwards that the influence 
of the work of Rudolf Laban began to really make an impact on British dance and 
education in particular.
Table 2. Development of UK Modern Educational Dance 1938-1958
IWe» b  the Development of Modern (Educational) Dance 
DmdWugLgAaw aud/or Ullmann
February 1938 Laban arrives at Dartington Hall
Meeting at Physical Education Association HQ London 
Christmas 1940 Meeting of Dance Education Artists at Reading University
Conference at Bedford Physical Training College. Teaching of Central European dance. 
April 1941 Conference on Modern Dance at St Margaret’s School Bushey
Modem Dance Holiday Course (3 weeks) in Newtown Wales 
(for the next ten years these courses became of key significance in the development of modem dance in Britain) 
January 1942 Modern Dance Holiday Course at Moreton Hall, Owestry
Manchester Dance Circle formed 
January 1946 The Art of Movement Studio opened in Manchester
1 9 #  Laban art of Movement Guild Founded
1947 First post-war International Choreographic Competition held in Copenhagen
Apwtt B94® First Conierence of Laban Art of Movement Guild -  London
Summer 1948 Modem Dance Holiday Course Summer School -  Dartington
First 1 Year Dance Supplementary Course for qualified teachers supported by Department for Education and run
by UHinann
li9S>î William Blmhirst found and bought an estate in Surrey for the Art of Movement Studio
OW0Wl$$4l labm Wdbmt A«WWtone,^ S
Laban’ Med’ in Siwrey
(Reedi’^ 2 # 9  sourced from Brinson, 1991; Nicholas, 2007; Preston-Dunlop, 1998)
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There had been the beginnings of a dance revival in Britain and from the 1930s several of 
the British dance schools had introduced German dance into their curriculum (Preston- 
Dunlop, 1998, p.205). Wigman, who had worked extensively with Rudolf Laban in 
Germany, was already well known amongst dance enthusiasts in Britain and had 
performed there in 1928. Laban came to Britain in 1938 as a refugee from Nazi Germany 
and was given shelter at Dartington Hall, Devon where Kurt Jooss was already based with 
his company of dancers. It was during his stay at Dartington Hall that Laban formed a 
strong friendship and working relationship with a young dancer and teacher called Lisa 
Ullmann who became Laban’s constant companion and assistant from then on until his 
death in 1958. However as foreign aliens Laban and Ullmann had to leave the Dartington 
estate in 1939 when the Second World War broke out and, after living in London for a 
short period of time, they eventually left for Wales to avoid the Blitz (Preston-Dunlop, 
1998).
In the summer of 1940 a meeting of key women educationalists was held at the office of 
the Physical Education Association in London to discuss the development of Central 
European Dance. In August 1941, at a three week long Modem Dance Holiday Course 
held in Newtown, it was decided to set up an organisation for running courses in modem 
dance. During the next few years there was a significant development of interest in 
Central European Dancing and a series of meetings, conferences and summer schools 
were held in which both Rudolf Laban and Lisa Ullmann were involved. Furthermore, 
these events involved key figures in British Physical Education and dance such as Diana 
Jordan, Joan Goodrich and Betty Meredith-Jones (Preston-Dunlop, 1998). In 1946 the 
Art of Movement Studio was opened in Manchester giving Ullmann, under Laban’s 
direction, the chance to develop a more advanced training programme for dancers and 
dance educationalists with support from the Ministry of Education. However Laban’s 
particular interest in Germany had been in performance and choreography and to a certain 
extent he had resisted the connection to education whilst he was there. Preston-Dunlop 
points out that Laban and Ullmann had different backgrounds and goals and ‘Ullmann 
was not trained as a choreographer, nor had she made works, nor had she been a
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performing member of the company although she had been very closely associated with 
the Ballet Jooss’ (1998, p.219).
Rudolf Laban’s work had developed through the collaboration of Jooss and Leeder, 
whose partnership resulted in the Jooss-Leeder method used to train the dancers of the 
Ballet Jooss (Winearls, 1978). Leeder’s work in the UK is more associated with 
performance than Laban’s, although Leeder had been a student of Laban in the 1920s. 
After a split with Jooss, Leeder founded his own dance training school in London in 
1947. At this time the question of education versus training was being raised in relation 
to dance as art or dance as physical education. Within schools there was some confusion 
over what to call the dance that was being taught and a variety of terms were used 
including Modem Dance, Modem Educational Dance, Movement Education and the Art 
of Movement. Despite the fact that dance as art was being taught by some teachers in 
secondary schools from as early as the 1940s, the questions surrounding the place of 
dance within mainstream secondary education continue to be raised today particularly 
within debates on the placing of dance under physical education within the National 
Curriculum (National Dance Teachers Association, 2011).
Although it was in the 1950s that the Ministry of Education first formally recognised the 
teachings of Laban, this was at a difficult time for modem dance in Britain with many 
calling for a ‘regeneration of excellence’ after the war, which was seen as coming mainly 
through classical ballet (Preston-Dunlop, 2005). None the less the period of ‘intense 
activity’ during the 40s, 50s and 60s ‘revolutionized’ dance education but in some ways it 
also ‘polarized British dance culture’ with classical ballet on the one side and Laban or 
Laban-based modem dance on the other (Brinson, 1991, p.95). The development in 
dance teaching at secondary school level was due to the training and education given in 
the pioneering teacher training colleges as outlined above and thereby laid the 
foundations for the widespread provision for the study of dance at Bachelor, Master and 
Doctoral levels available in higher education institutions and universities throughout the 
UK today. In 1960, the formation of a Modem Educational Dance Section of the
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Association of Teachers in Colleges and Departments of Education, which later became 
the National Association of Teachers in Further and Higher Education (NATFHE), played 
a major role in developing ideas and training for dance teachers and lecturers.
It was in the late 1960s that it first became possible to study dance at degree level within 
the newly introduced Bachelor of Education degrees as part of physical education teacher 
training and therefore there became a requirement for a theoretical as well as practical 
study of dance. From this point on the development of dance degrees within higher 
education flourished. In 1977 the first British BA (Hons) dance degree, validated by the 
Council for National Academic Awards (CNAA), was launched at the Laban Centre for 
Movement and Dance, London. Following this the first university single honours dance 
degree course began at the newly formed Department of Dance Studies at the University 
of Surrey in 1981. This was fifty years after Margaret H Doubler had led ‘the first 
university course in dance’ at the University of Wisconsin in the USA, which had its first 
intake of students in spring 1927 (Brinson, 1991, p.87; Hagood, 2000). In 1991 there was 
a total of between twenty-five and thirty higher education institutions offering degree 
level studies in dance (Brinson, 1991). By 1998 there was a total of forty-five courses 
offering dance at undergraduate level (see the 1998 table in Chapter 6) whilst today there 
are as many as four hundred and eighty courses where dance may be studied at degree 
level as a major, minor or double choice subject; this figure also includes foundation 
degrees (www.ucas.com 15.8.08).
Although the Central European methods were seen as the chief driving force of change 
and influence through the middle of the 20* Century from the 1940s to the 1960s, these 
were not the only influence on the development of modem dance (Preston-Dunlop, 2005). 
The first visit by the Martha Graham Company from the USA in 1954 precipitated a 
major change in British dance. The influences from American modem dance techniques 
affected both professional theatre, dance and eventually dance education, however, this 
was not the first American dance influence in the UK. American dancer, Margaret Barr, 
had made regular visits to Dartington Hall, the home of the Elmhirsts, from the 1930s
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onwards and indeed is credited as the developer of dance at Dartington from this time 
(Nicholas, 2007). None the less the visit of the Graham Company to London was more 
influential because of the support of Robin Howard, who then pursued his dream to found 
a school for the training of British dancers in the Martha Graham technique in London.
In 1961 Ruth Foster, a key figure in UK dance education in the 1960s, met the American 
dancer, Dorothy Madden, at a conference in Washington USA. Madden had trained with 
Wigman, Holm and Horst and in 1965 she toured her company of students to some of the 
key teacher training colleges in the UK. The tour was highly significant and in that same 
year Madden ran a course for dance teachers at Dartington. By this time Foster had 
become vice-principal of Dartington College of Arts (1964-1971) and amongst other 
things taught a course called Resources, which was focused around the human body and 
how it worked. Many ex-students of Foster, for example Rosemary Butcher, remember 
this course in particular and the influence that it had on them (Preston-Dunlop, 2005). 
Another former student of Foster’s also reminisces on his time at Dartington College of 
Arts:
I came as a student in 1966 and Ruth Foster had just started the drama and dance 
department. Significantly Ruth had been a top HMI (Her Majesty’s Inspector of 
Schools) in PE so Peter Cox (the Principal of the college) made an inspired choice 
- as he often did. Her 'Resources' classes absolutely put physicality at the centre of 
all moving and thinking (Anonymous (a), 2011).
Within the same period of time (1966-1969) Flora Cushman was also teaching Graham 
technique at Dartington College of Arts, T think Flora Cushman - our dance teacher from 
America (Graham trained) used the term bodywork and certainly Mary Fulkerson a little 
later did’ (Anonymous (a), 2011). Thus, it is argued, the two areas of bodywork and 
dance technique were brought together in the UK at Dartington College of Arts:
Ruth Foster's book 'Knowing in my Bones' absolutely focuses on bodywork. It's a 
very 70's American construction putting the two words together for added 
emphasis (Anonymous (a), 2011).
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At the time this was an unusual combination of dance technique and bodywork, as it was 
then known at Dartington College of Arts (DCA), which produced some talented 
dancer/makers, as Nicholas points out: ‘The flow from Dartington into professional dance 
performance is impressive for what was supposed to be a teaching course’ (2007, p. 179). 
At the same time the development of the London School of Contemporary Dance was 
forging ahead with Robin Howard at its helm, officially opening in May 1966. Thus it 
was an exceptional time in the development of dance higher education and training in the 
UK (Adshead-Lansdale, 2001) and the seeds of a particular style of dance higher 
education were already being sown at Dartington College of Arts.
3.3 The influence of post-modern and New Dance on UK dance higher education 
pedagogy
3.3.1 The development of British New Dance
The need to make work that was different from that which went before can be seen as the 
main driver for the development of postmodern dance in both the USA and the UK. 
Furthermore the introduction of a range of different somatic practices into dance-making 
and training became a key feature of post-modern and New Dance (Banes, 1987; Claid, 
2006; Jordan, 1992). The influence of Alexander Technique, the Feldenkrais Method, 
Skinner Releasing Technique, Sensory Awareness, Ideokinesis and many other practices 
can be evidenced in the pages of a number of dance specialist journals and in particular 
New Dance, Writings on Dance and Contact Quarterly.
However somatics in itself was not new, as explained in part two of the thesis. In dance it 
was the desire by dancers and dance-makers to challenge the past methods of training and 
performance. This led to the exploration of different somatic practices in an attempt to 
forge new ways of working and of presenting dance performance to an audience. If it 
wasn’t for this desire to deconstruct traditional methods of training, performing and dance 
making, then it is unlikely that somatics would have taken on the prominence that it now.
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arguably, has within contemporary dance training. Beavers talks about the ‘beyond’ of 
American post-modern dance and suggests that:
the post-modern generation bequeathed a very sophisticated set of forms and tools 
to disassemble both the dancers and the dance and created at least the possibility 
of a multiplicity of aesthetics (2008, p. 132).
Rainer’s, now seminal, mantra describes this disassembling of the dance and the dancer 
which was key to both the Judson Church and X6 collective, the two seminal postmodern 
and New Dance movements in New York and London, during the middle part of the 
twentieth Century:
No to spectacle no to virtuosity no to transformations and magic and make-believe 
no to glamour and transcendency of the star image no to the heroic no to trash 
imagery no to involvement of performer or spectator no to style no to camp no to 
seduction of spectator by the wiles of the performer no to eccentricity no to 
moving or bring moved (1965, cited in Banes, 1987, p.43).
Banes suggests that Cunningham was also instrumental in the development of much of 
the post-modern dance in the USA ‘both as an inspiration and an authority to be 
criticised’ (1987, p.ll). The first concert to take place at the Judson Church was on July 
6* 1962, organised by Robert Dunn, and from then on Judson ‘laid the groundwork for a 
post-modern aesthetic in dance’ (Banes, 1987, p. 14). Elaine Summers, Steve Paxton, 
David Gordon, Deborah Hay and Yvonne Rainer, were amongst those who showed work 
at this concert. When Yvonne Rainer first referred to post-modern dance in the early 
1960s, to categorise the work that she and her peers were doing at Judson and other 
places, she meant it in a ‘primarily chronological sense’ that is, it was the dance that came 
after modem dance (Banes, 1987, p.xiii). These choreographers explored their opposition 
to modem dance and created a new aesthetic in dance as well as other art forms. Rainer, 
Forti, Paxton and other American post-modern choreographers of the sixties were united 
by their radical approach to choreography and their desire to deconstruct dance as it was 
then understood. Many saw modem dance as something which had become an elite art 
form more remote from the masses than ballet and this led them to want to change the
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vocabulary of dance; it was through breaking the rules of historical modem dance that 
post-modem choreographers found these new ways of working.
In her seminal book Terpsichore in Sneakers, first published in 1977, Sally Banes 
categorises post-modern dance as being in three stages: the 1960s Breakaway Post- 
Modem Dance, the 1970s Analytic Post-Modem Dance and the 1980s Rebirth of Content 
(1987). Banes suggests in the 1987 edition of her book: ‘I believe the avant-garde dance 
of all three decades’ (1960s, 70s and 80s) ‘is united and can be embraced by a single 
term. And I continue to recommend the term “post-modem”’ (sic) (p.xv). In Britain, 
Jordan suggests that the 1970s was a ‘decade in which dance gradually established its 
own identity (or identities) independent of the American tradition’ (1992, p.3). She sees 
two main branches of work from the late 1960s and 1970s ‘as altematives to work of an 
expressionist kind’. Jordan categorises these as ‘a second more formalist phase of 
contemporary dance and New Dance/post-modem dance’ (1992, p.3). Jordan uses the 
term post-modem
to encompass both work that foregrounds the nature and structures of the 
dance medium itself, ‘modemist’ post-modemist work, and the kind of 
work that eventually in the 1980s became predominant, directing itself 
outwards towards meaning, while using stmctures of radical juxtaposition 
(1992, p.33).
However it is suggested what constitutes post-modemism can be problematic and, as 
already pointed out, ‘open to debate’; and the confusion is further compounded ‘by the 
fact that the theory of what constitutes modemism in dance has not been fully developed’ 
(Jordan 1992, p.3/4). Furthermore at the same time that dancers such as Siobhan Davies 
and Richard Alston were training in Martha Graham technique and making work in 
London, coming out of the London Contemporary Dance School, another group of 
dancers at an old warehouse on the London embankment, which they named X6, were 
busy deconstmcting formal codified dance technique (Banes, 1987).
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The British dance collective known as X6 existed for just five years from 1976 and 
consisted of five artists; Jacky Lansley, Fergus Early, Maedee Dupres, Mary Prestige and 
Emilyn Claid (Claid, 2006). Claid says of the X6 members ‘we had a question to ask: 
how had the systems from which we had arrived, or were escaping, ruled our lives? 
(2006, p .ll). These five dance artists and those that joined them at X6 in London were 
part of a network of experimental artists, including musicians and filmmakers, working in 
the capital at that time. X6 had a hugely significant influence on the direction of UK 
professional contemporary dance and subsequently dance training and education from the 
mid 1970s onwards; the results of which can be seen in many performance companies, 
management contexts and performance teaching today (Claid, 2006). It is argued that the 
subversion by X6 members of previously learnt practices such as ballet and the discovery 
and use of a range of somatic practices instead of and alongside dance technique was key 
to the development of dance-somatics in the UK from then on. Claid states that X6 
provides ‘the hinge to a door that opens backwards to a view of the past and forwards to a 
construction of the future’ (2006, p. 12) and part of this future is a different way of 
dancing and making dance (Jordan, 1992).
The dance bom of the 1960s, 1970s and 1980s resulted in a definite change in the world 
of contemporary dance practice in both the USA during and post Judson, as well as the 
UK at the time of X6 and these changes have slowly but surely impacted upon education 
and training methodologies in dance higher education. From these times onwards many 
dancers worked independently rather than being part of one company. They would 
perform with several groups or companies as well as making and performing their own 
work of solos, duets etc. in a range of different performance contexts including outdoor 
spaces, alternative indoor spaces such as railway stations, museums, art galleries and 
empty buildings. Thus the training they undertook explored a wide range of practices and 
techniques necessary to provide the body with the versatility needed to perform in these 
very different places, using different styles of movement.
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3.3.2 Affects of American post-modern and British New Dance on higher education 
dance pedagogy
Interviews from the fieldwork for this thesis have included a number of UK-based 
dancer/choreographer/teachers who were training during the post X6 period. It is 
suggested that the majority of these dance practitioners experienced a range of training 
seen as typical of the eclectic style of the late twentieth and now twenty-first century and 
as a direct result of post-modern and New Dance influences. These practitioners were, on 
the whole, studying and training whilst in their twenties in the mid 1980s at the time that 
New Dance magazine was still being published in the UK. It is argued that their dancing 
identities have been considerably shaped by the challenges presented by post-modern 
dance. For example, Scott Clark only started his dance training in his early twenties and, 
as a scientist and at the age of 21, this was unusual. He discuses the ‘different world of 
the intellect’ he discovered through dance:
that was part of that different culture. Dance and even gymnastics ... (these) were 
the first places I had heard anything in the way of serious discussion about 
meditation or the value of practices that we might think of as religious practices 
from other cultures and how they might be useful to people learning about 
movement (Clark, 2002).
Clark’s story may be seen to be typical of the post-modern dance experience, which often 
involved untrained dancers and explored non-dance or pedestrian movement; the 
antithesis of the highly trained technical dancer who had started their career as a child 
ballet girl or boy. But New or post-modern dance was not just for the untrained, far from 
it: the Judson dancers were an eclectic mix many of whom had performed with the 
leading modem dance companies of their times. In the UK X6 was started by a group of 
dancers and choreographers who were highly trained professionals: for example, Fergus 
Early and Emilyn Claid, both professionally trained and experienced ballet dancers.
For some, as Gill Clarke suggests, X6 presented an opportunity for those ‘technical 
people’ to do something else and for her ‘it was a door she was dying to have opened’.
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(Clarke, 2002). During her work with the Siobhan Davies Dance Company, from the 
1980s, Clarke experienced a range of practices, such as the Alexander Technique, Klein- 
influenced work and the Feldenkrais method. For Clarke, as for many other dancers at 
the time, the introduction of somatic practices into dance training changed her whole 
understanding of the dancing body. Alongside these changes in ways of working she also 
discovered Todd’s seminal work The Thinking Body (1937) and Sweigard’s Ideokinetic 
Facilitation (1974) and consequently awareness training had a huge influence on her 
development as a dancer, dance maker and in particular as a dance pedagogue (Clarke, 
2002). A key part of Gill Clarke’s work as a dance practitioner, as with many 
contemporary dance professionals is, and always has been, as a teacher:
My teaching has always been a learning place because it’s a time for you to 
explore but also you get so much visual feedback that makes you think about how 
you could approach things differently; what language and activity seems to work, 
and what could I say in different words, finding other words. And I think through 
teaching, which is a sort of passion of mine, I more and more realise that it is not 
what I do but it’s what I say that makes a difference; how I say it may be, how to 
come at the same idea differently or how not to do everything all at once. To have 
patience, at least to be simpler and clearer about the instruction, to refine the 
quality of attention and therefore the benefit and change (2002).
The connection that Gill Clarke finds between her dance training, somatic practices and 
her teaching has greatly influenced those whom she teaches and those courses she has 
developed and taught: for example, the undergraduate training at the Laban Centre 
London and more recently the development of the MA Programme in Creative Practice at 
Trinity-Laban Conservatoire of Music and Dance, delivered jointly with Independent 
Dance and Siobhan Davies Dance. This MA for experienced dance practitioners includes 
a module in Embodied Practice which ‘aims to deepen and extend your embodied 
understanding of your own movement practice’ (www.siobhandavies.com, accessed 
17.04.11). Clarke points out that through the exploration of different body practices she 
has become ‘more technically able and more articulate. I was more aware of what my 
body was doing’ (2002). It is argued that somatics has only relatively recently influenced 
pedagogy within dance higher education in the UK, with very few previous exceptions
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such as Dartington College of Arts. Therefore many dance students educated and trained 
in university departments and conservatoires in the 20th century will have discovered 
somatics only after completing their courses and venturing into the professional dance 
world.
Carol Brown, dancer, choreographer and teacher, discusses her own initiation into 
somatics after a fairly traditional, or as she describes it, ‘historical, modem dance training 
in the Bodenweiser style’. Her subsequent experience after training was in Alexander 
Technique, which was, as she says, ‘very popular in the mid 1980s’ (2002). Brown also 
cites Aikido and Contact Improvisation as key practices that she encountered. However, 
she points to Alexander and Feldenkrais as being the two most influential practices within 
dance around the 1980s period of time (2002). For Brown, involvement with somatic 
practices means practical knowledge of the body:
I think of the word body function, not just looking at the body as a separate object 
but actually how it is functionally organised and integrated. With somatic 
practices it could have a different orientation depending on whether you are 
looking from the perspective of Feldenkrais or Alexander technique (Brown, 
2002).
Release or release-based technique was also very popular during and since the X6 days 
and, it is suggested, has continued to influence contemporary dance teaching in the UK 
ever since. However it is argued that it is difficult to categorise ‘release’ as either a dance 
technique or a somatic practice because of its evolution into a practice which has become 
known as dance technique, although it may be said to have derived from somatic 
practices. It is suggested that the development of release-based dance technique and its 
popularity may be indicative of the influence of somatics on the development of current 
dance practice and dance pedagogy. Brown refers to release as being the ‘the currency or 
the current form of contemporary dance classes’ and she suggests that ‘everyone was 
teaching release technique but nobody really knew what it was’ (2002). More recently 
Sarah Whatley, director of research at ICElab at the University of Coventry, suggested 
that ‘the use of the generic term (release) has entered our world as a way of sort of putting
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up some sort of opposition, some sort of challenge, to an established pedagogy ... and it 
is used very generically in a way that is more or less useful’ (2010). Natalie Garrett- 
Brown, associate editor of the Journal o f Dance & Somatic Practices, points out that 
‘release based technique is the phrase I see more often used’. Garrett-Brown also talks 
about the use of the term with undergraduate dance students at Coventry University, ‘the 
way we explain it to our students is that we say that you (the students) begin from some 
inner searching rather than from an outer form. It’s a very broad brush but then how the 
inner sourcing happens... whether it is a very skeletal (or other) kind of interest ....that’s 
the way we make sense of it’ (2010). It is suggested, therefore, that release is 
conceptualised quite flexibly by the dance community and, arguably, broadly accepted as 
a dance style or technique that is popular and widely taught within contemporary dance 
practice today. It is argued however that it is not generally accepted as a somatic practice 
as such but as a dance practice which is somatically informed.
For some, release-based technique has become the ‘pot-pouri’ of contemporary dance 
training or, as Claid dismissively refers to it, the rather over-eclectic combination of non­
technical dance styles which have become commonplace in training today (2006). Bales 
however prefers to see this eclecticism as a value of the ‘postmodernist attitude that 
prefers juxtaposition to synthesis (salads not melting pots) and to show the individual in 
context rather than in isolation’ (2008, p.37). Indeed many dancers and choreographers in 
the late twentieth century were experimenting with this eclecticism. Jonathan Burrows, 
for example, cites the influence of American post-modemism on his own work and in 
particular he mentions Steve Paxton (Thorpe, 1991; Duerden, 1996 cited in Perazzo 
Domm, 2007).
Through their work the American post-modernists in the 1960s deconstructed technical 
demands and instead experimented with natural and pedestrian movement (Banes, 1987). 
British dance artists, such as Rosemary Butcher and Emilyn Claid, similarly dealt with 
many of the same issues (Claid, 2006). For some, such as the X6 dancers, there 
developed a stronger political/social commitment, whilst for others such as Butcher and 
Burrows their interest grew more in line with similar ideas beginning to be expressed
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within the art world around conceptual art and the music world around minimalism and 
experimentation (Perazzo Domm, 2007). It has to be emphasised that these areas of 
interest, the socio-political and the conceptual broader arts fields, were two sides of the 
same post-modern coin and were certainly not in any way mutually exclusive but rather 
each artist developed their own practice within a more eclectic and collaborative context 
and style. For example, Burrows retains a respect for and great interest in ballet 
technique despite having also been influenced by both Paxton and Butcher, with 
Butcher’s minimalist style leaving ‘traces in Burrows’ own physical vocabulary’ 
(Perazzo Domm, 2007, p. 17). For all of these artists their concerns with movement were, 
in consequence, very different from what had gone before.
As has been suggested late twentieth-century dance in contrast to the modem dance in 
both Europe and in America, freed dancers from codified techniques such as those of 
Martha Graham, Doris Humphrey and Merce Cunningham. The theories and practices of 
Rudolf Laban, which launched an improvisatory dance form in dance education in 
schools from the 1950s, had little influence on theatre dance. However relatively recently 
some choreographers, for example William Forsythe, have drawn on Laban’s theories 
using them as a choreographic tool.
The post-modernists dealt directly with movement ideas allowing a different articulation 
of issues, thus challenging what was seen as art, rather than conceiving of dance as 
narrative which, it is argued, the modem dance in fact had rarely departed from despite its 
challenge to ballet. Consequently the pre-existing vocabulary became inappropriate and 
inadequate for the expressive needs of the time. The post-modemists challenged the 
hierarchical nature of the more traditional principles within the modemist modes of 
choreography, performance and teaching, many of which, it is suggested, were borrowed 
from ballet’s authoritative patriarchal style. From this emerged a more democratic form 
of movement in parallel with a social democracy of gender/politics/lifestyle, now well 
documented in the UK within the pages of New Dance magazine and also by such writers 
as Banes (1987) and Jordan (1992). At the same time, in the latter part of the 20*
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century, dance degrees were becoming well established across the UK and were 
responding to the changing nature of contemporary dance performance and choreography. 
Those dancers and choreographers such as Rosemary Butcher, Gill Clarke, Scott Clark, 
Carol Brown, Jonathan Burrows, Miranda Tufhell and many more were themselves 
influenced by these new ways of working in contemporary dance practice and were 
teaching within dance higher education institutions. In parallel these same practitioners 
were also teaching dancers, choreographers and teachers in daily classes at centres such 
as The Place, Greenwich Dance Agency, Jackson’s Lane and other venues across the UK. 
Many of the participants in these classes were newly graduated from degree courses. 
Thus, it is argued, the influence of somatic practices on contemporary dance teaching was 
becoming established within dance pedagogy both in and outside dance higher education 
courses from the late twentieth century onwards.
The emergence of somatics alongside dance has been located within a period of time 
relating to the specific development of a particular style of dance recognised as post­
modern or New Dance. The role of somatics within the evolution of New/post-modem 
dance was particular to that time and those places where it grew, for example New York 
and London in particular, with a further development across three continents to include 
Melbourne in Australia. The tentacles of post-modemism spread widely and from these, 
as Jordan suggests, ‘Britain nurtured some of the most vital contemporary dance activity 
in Europe’ in the 1980s (1992, p.3).
The radicalisation of dance practice brought about through post-modemism is a twentieth 
century phenomenon. Furthermore the current global dance stage is one which embraces 
a wide range of work as might be illustrated by looking at the performances available in 
Dance Umbrella and Spring Loaded festivals. In order to fully appreciate the context 
within which the shifting landscape of dance higher education and training has been 
situated during the latter part of the twentieth and the beginning of the twenty-first 
centuries, a very brief resume of the history of Dance Umbrella is given below, and is
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sourced largely from Rowell’s book Dance Umbrella: The first Twenty-One Years 
(2000).
Dance Umbrella was founded in 1978 by Val Bourne and in that first year hosted thirteen 
UK based artists/companies including Richard Alston and Dancers; Rosemary Butcher; 
Fergus Early and Janet Smith, amongst others, and four USA artists /companies including 
Remy Charlip; Douglas Dunn; Brooke Myers and Sara Rudner. The 1980 Umbrella 
expanded to include two European companies, Pauline De Groot and Springplank as well 
as seventeen UK based artists and seven from the USA. By 1985 the number of 
continental European companies had increased to five with 13 UK based artists and four 
from the USA. Through the 1990s the mix of performers in Dance Umbrella became a 
balance of European, UK and international work with a strong North American influence. 
The later expansion of the festival led to a number of regional festivals including the 
Woking Dance Umbrella in 1995, which allowed for an even greater mix of work 
including community dance companies and participants. The work shown in that first 
year at Woking ranged from the Mark Morris Dance Group, the French ‘vertical’ dance 
company Roc to Gill Clarke’s Gandini Juggling Project. Dance Umbrella also engaged 
with new technologies from as early as 1983 leading, eventually, in 1997 and 1998 to the 
Arts Council A4E funded Digital Dancing ‘arm’ of the festival. However the very costly 
nature of digital dance work resulted in these being the last funded through Dance 
Umbrella with Bourne’s belief that from then the best way forward for this work was to 
be within a university environment (Rowell, 2000).
The 2008 Dance Umbrella showcased a typically wide range of work from the Richard 
Alston Dance Company (UK) and Mark Morris (USA) both, arguably, modemist to 
Jonathan Burrows (UK); Royston Maldoon (UK) and Scottish Ballet (UK); and Tiago 
Guedes (Portugal). Also included in the festival were works by mature artists such as 
Rosemary Butcher and Nigel Chamock and others marketed as ‘genre-defying 
performances, which challenge accepted notions of contemporary dance’ 
(www.danceumbrella.co.uk accessed 9/04/09). The mix included companies from
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France, Portugal, Argentina, Israel, USA and the UK with, perhaps, fewer continental 
European companies than in previous years. Never the less the festival spanned a huge 
range of dance work including film, dance theatre, outdoor site-specific work, workshops, 
screenings, classes and talks. Such a breadth of work indicates the state and eclecticism 
of the dance profession in the twenty-first century.
Spring Loaded, another successful festival of dance founded in 1987 at the Place Theatre 
and continuing to this day, was originally conceived as a festival to showcase the latest 
young talented dance artists, who took part in the festival by invitation only (Rowell, 
2000). As an example a glance at the 2009 Spring Loaded programme shows a range of 
work including artists as diverse as Tavaziva Dance, New Art Club, Nigel Chamock, Jean 
Abreu, Angela Woodhouse & Caroline Broadhead; Company Decalage, Saiko Kino, 
Wayne Sables Project, Gilmore Productions, Colin Poole, Darren Ellis, Dylan Quinn, 
Robin Dingemans, Matthias Sperling, Rachel Krische and more (website accessed 
9/04/09) The programme reflects the work of both mature and experienced artists such as 
Chamock, who came out of the post X6 period, Poole and Woodhouse as well as new 
talent. The range of work and styles that is evident from looking at these two high profile 
festivals highlights the need, within dance conservatoires and university departments, for 
a training and education, which will equip students for the demands of the professional 
dance world in a range of careers as performers, choreographers, managers, writers, 
community dance artists and teachers. According to the Palatine report on 
Entrepreneurship and Professional Practice in Dance Higher Education (2007) there are 
just three hundred annual contracts for Dancers in the UK, although according to the 
equity survey (figures below) many more members describe themselves as performers; 
however the dance industry supports far more employees than this as can be seen.
60
Table 3
Employment in Dance-Related Work
TOTAL EMPLOYED IN DANCE SECTOR 30,000 Dance UK
TOTAL PERFORMERS 2,500 Equity Members’ Survey
TOTAL TEACHERS 22,500 75% of total; of which FCD 
estimate 4,500 are engaged in 
community dance
TOTAL ‘SUPPORTING’ DANCE -  Management, 
choreology, notation, therapy, history/archive etc
5,000 Assume that remainder are 
engaged in this sector
(Bums, 2007, p. 12)
Much of the dance work showcased in the major UK dance festivals incorporates a wide 
use of new technologies, dance styles, accompaniment and visual effects. For example 
Wayne McGregor’s work is well known for his use of visual and sound technologies as 
well as for the technical virtuosity of his dancers. McGregor’s preference is for working 
with highly technically trained dancers and often ballet dancers. He says of ballet that it 
‘is relevant because it still has the capacities to move, challenge, excite, inspire, provoke, 
our human sensibilities in ways no other art form can’. When asked what it is in ballet 
that appeals to him he answers that it is:
the extremity of line, the conformity, the detail, the precision, the difficulty of 
clean technique all amazing places from which to excavate, push, contradict, and 
releam. Ballet vocabulary to me is a mine of potential, a breathtaking idea bank! 
(Slater, 2002).
Jonathan Burrows, whose style of dancing and choreography is very different from 
McGregor’s, also has a strong connection to ballet and traditional dance. Burrows 
comments on ballet as a technical training and suggests that:
the principles of ballet make extraordinary physical sense and are extraordinarily 
complex. There are few physical systems in the world that are as complex as that, 
to do with coordination of mind, eyes, arms, legs, head, gravity and anti-gravity 
(Burrows, cited in Perazzo Domm, 2007, p. 15).
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In a discussion with Rosemary Butcher, whose work is very different again from both 
McGregor’s and Burrows, she gave her reaction to current dance training in the UK, 
stating that it is not producing the quality of dancers that she is looking for (2009). The 
teaching of choreographic practice has been a constant presence in Rosemary Butcher’s 
work. During her long career she has taught on many dance higher education 
undergraduate and postgraduate programmes in the UK, particularly in London where she 
is based. For example, she has taught at the University of Surrey, Trinity Laban, 
Middlesex University, London School of Contemporary Dance and more. Her teaching 
and practice have influenced many dancers and choreographers, including Jonathan 
Burrows, Gill Clarke and Fin Walker. She says of herself that she always chooses highly 
technically trained dancers but she also wants them to have a particular sensibility, a 
particular way of thinking and working and an ability to work with her in the studio 
(2009). Butcher’s requirements may be understood through reading the following 
example of instructions given to her dancers during the making of her work SCAN:
Wash your bones. Present the ribs, the front and back of the body. Build it up, 
bringing it out into the space, adding dimension and tension. Simplify the bone 
moving so that is more operated and agitated. Keep going -  you are going to split 
the energy so that it becomes less symmetrical (Butcher, 2005, p.70).
She asserts that what she is looking for is informed by certain philosophies, which for her 
relate to literature, music and art alongside a clear embodied knowledge and 
understanding of the dancing body and how it moves and works. It is suggested that the 
influence from working with Mary Fulkerson at Dartington College of Arts has been 
evident in the development of Butcher’s particular sensitivities and ways of working. 
Although Butcher’s preference, like McGregor’s, is clearly for a strong technical 
background in the dancers that she uses, she also has a great sympathy for the somatic 
approach which brings, as she says, ‘an understanding of the body a sense of democracy 
and ownership’ (2009). Butcher believes that dance technique alone is not enough and 
that there is something more that is needed and it is that ‘something’ that she looks for, as 
articulated above, that comes from a broad understanding of culture and the arts and a
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deep sensory awareness, indeed many of the qualities that have grown in dance through 
and post the X6 years (Butcher, 2009).
Returning to the focus of this thesis of twenty-first century dance higher education, it is 
suggested that the needs of the professional dance world for which students are being 
prepared cannot be ignored and are therefore absolutely essential to understand. The 
majority of dance students will not become professional dancers and indeed this is not the 
main aim of most dance degree courses particularly within the university sector. Most 
dance students will progress to careers in a wide variety of different dance or arts contexts 
other than performance (Bums, 2007). Therefore it is argued that the teaching and 
learning of dance within higher education has to be seen within the wider context of the 
professional dance world which is relevant to the present time.
3.4 Summary
Within this chapter the historical context for the existence of dance undergraduate 
training and education programmes in the UK has been explored through charting the 
changing landscape of dance education and training with reference to dance professionals 
and professional contexts. The influence of the post-modern period on the styles and 
practices of dancers, choreographers and dance teachers has had an undeniably profound 
effect on dance higher education and the rise of somatic based dance. In order to locate 
twenty-first century dance higher education and training within the professional dance 
world a brief review of the recent dance landscape has been given. This chapter therefore 
concludes part one of the thesis and the following chapter begins part two and provides an 
introduction towards an understanding of somatics through its history and development.
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PART TWO
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Chapter 4 
Understanding somatics
4.1 Introducing somatics
Somatics can be understood through its historical development which is identified in 
several key phases from ‘the turn of the century to the 1930s’, from 1930 -  1970 and 
from 1970-1990 (Fortin, 2002b, p.l31). Fortin expands this development over the last 
two decades to include, ‘the development of idiosyncratic practices and the growth of a 
community of researchers’ (2002b, p. 131). In the UK somatics remains a relatively new 
term and field of study and practice still seeking definition (Fortin, 2008; Vickerman, 
2008; Whatley, 2010). Somatic practitioners have worked independently and with 
dancers for many years and it can be seen that the development and history of somatics 
does have some parallel connections with the development of dance training in its 
relationship, though not always directly, with some of the pioneers of modem dance in 
North America and Europe. For example through dancers and dance makers such as 
Trisha Brown, Lucinda Childs, Merce Cunningham, Martha Graham, Steve Paxton and 
somatic pioneers Bonnie Bainbridge-Cohen, Irmgard Bartenieff, Joan Skinner, Mabel 
Todd and Lulu Sweigard. Authors such as Allison (1999), Hanlon-Johnson (1995), Eddy 
(1991/2, 2002), Preston-Dunlop (2005) Fortin (1993, 1995, 2003, 2005, 2008), Green 
(1996a, 1996b, 1996c, 1999a, 1999b) and Long (2002) all explore the relationship 
between dancers and somatics and there are examples of these connections with British 
dancers, some of which are explored later in the thesis. Certainly the development of 
New Dance in the UK drew on the philosophy of some specific practices which may be 
characterised as somatic for example Alexander Technique, the Feldenkrais Method, 
Skinner Releasing Technique, Sensory Awareness, Ideokinesis, Body-Mind-Centering 
and Contact Improvisation.
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The chapter is divided into sections beginning with an overview of the historical context 
of somatics with reference to the writings and work of selected seminal practitioners and 
writers. A range of understandings of somatics is examined through drawing on the work 
of a number of key somatic practitioners. Additional data is drawn from interviews, the 
literature and through the researcher’s personal experience in workshops; different 
applications of somatics are also addressed. This chapter provides contextual information 
for the understanding of the more specific detail of the chosen practices used for the 
analysis in Chapter 6. To summarise, the chapter presents a detailed review of the 
literature on somatics and also makes reference to primary research carried out during the 
research project.
4.2 Understanding somatics through the literature
There are very many texts relating to different bodywork practices for example on Yoga, 
Pilâtes, Bioenergetics and Alexander Technique, Feldenkrais, Body Mind Centering, 
Authentic Movement, Skinner Releasing Technique etcetera, but there has been very little 
scholarly material available in the broad field of somatics until relatively recently. The 
literature review began through the examination of the work and writings of a number of 
seminal practitioners. These practitioners have been found to be particularly influential in 
the area of dance. Their practice and those who have written about it has provided 
essential starting points in leading to a more detailed knowledge relating to current 
understanding of somatics. In addition the writings of the key somaticians, Murphy 
(1992) Hanlon-Johnson (1983, 1986/7, 1995, 1997) and Hanna (1976, 1977, 1979, 1983, 
1986, 1990, 1990/1) have provided an overview of the philosophy, development and 
growth in the area of somatics. Writings on specific practices such as the Alexander 
Technique, the Feldenkrais Method, Sensory Awareness and Skinner Releasing 
Technique have provided the basis for understanding some of the similarities and 
differences that may exist between practices, thereby providing essential data for the 
analysis. Allison’s publication the Illustrated Encyclopedia o f Body-Mind Practices 
although confusing in some respects, as indicated later in this chapter, is useful as a
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handbook of the many practices generally considered somatic although Allison does not 
necessarily see them as somatic herself, as revealed in her writing (1999).
In his text The Future of the Body: Explorations into the Further Evolution of Human 
Nature Michael Murphy, a founder member of the Esalen Institute of Human Potential in 
the USA, explores the development of human ability through a range of practices. The 
Esalen Institute, a retreat centre in California, USA and a study centre for the human 
potential movement, was started in the 1960s. Esalen boasts such names as Abraham 
Maslow, Fritz Peris and Carl Rogers (Tmett Anderson, 2004). It has attracted many 
people interested in the development of human potential including through the study of 
somatic practices. Much of Murphy’s research is related to extraordinary human 
potential but the section of his work on somatic awareness and self-regulation is of 
specific interest in relation to the context of this research project. Murphy explores a 
range of influences on the body from the social, physical and psychological to the cultural 
and genetic all of which resonate, in varying degrees, with dance-somatics (1992, p. 161). 
Murphy also introduces a wide range of theoreticians whose writings on the body have 
influenced some of the key somatic practices and practitioners. Examples of these writers 
include Pierre Bourdieu, Wilhelm Reich and Sigmund Freud and their influence extends 
to Feldenkrais, Hanna and Alexander, though not exclusively. Much of Murphy’s writing 
in this text relates to psychological aspects of the bodymind and, as a thorough and wide- 
ranging exploration of the human soma, it provides an excellent starting point and steer 
towards further explorations around somatics. For the purposes of this research the most 
useful section of Murphy’s writing lies in the chapter on somatic disciplines in which he 
presents seven somatic practices as being relevant to his own research and which conform 
to key outcomes as shown below (1992, p.414). The practices analysed by Murphy are 
the Alexander Technique, Autogenic Training, the Feldenkrais Method, Progressive 
Relaxation, Rolfing, Sensory Awareness and Reichian Therapy, the outcomes of which 
are presented below.
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Table 4 Murphy’s Outcomes Of Seven Specific Somatic Practices.
sensory and kinaesthetic awareness
control o f autonomic processes
efficient modulation of sensory input
sensory motor coordination
the articulation and coordination of particular muscle groups
grace and efficiency of posture, carriage, and movement
new patterns o f movement
flexibility o f facial and gestural expression
general relaxation as well as the relaxation of particular body parts during complex 
behaviours
recuperation from stress
vitality
awareness and control of emotions and mental processes
sensory, kinaesthetic, emotional, and intellectual pleasure
(1992, p.414)
Murphy suggests that, although these seven practices are far from comprehensive in 
relation to the full range of somatics, they have ‘either been central to its’ (the field of 
somatics) ‘development or have had a great influence upon it for several decades’ 
(Murphy, 1992, p.414). Murphy’s exploration of these key practices both informs and 
supports the data collected for the analysis of somatic practices presented here, although 
his is only one of the literary sources used.
In his list Murphy presents those areas of human development which he believes the 
methods promote. He does not attempt to categorise somatics but rather he highlights 
specific outcomes of a range of practices which links them in some ways, and may be 
seen to be similar in approach, to the development of the Wittgensteinian analysis used in 
this thesis. In contrast to Murphy’s work on somatics, which uses a range of practices 
which may be seen as therapeutic or viewed through a therapeutic lense, the research 
focus presented here is on dance-somatics in higher education. Nonetheless his analyses 
are a useful comparison and the outcomes may also be seen to have some similarities with 
those presented within this thesis.
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Murphy maintains that somatic awareness and control can occur because ‘nerve cells that 
evolved from analogous structures in the earliest vertebrates are deployed throughout our 
bodies’. He suggests that through the outcomes listed above somatics can develop human 
potential ‘by helping to articulate and coordinate various bodily and psychological 
processes and give rise to extraordinary functioning’ (1992, p.543).
Murphy cites Jacobson who developed a system known as Progressive Relaxation: a 
method for self-regulation. Jacobson like other somatic practioners, for example Moshe 
Feldenkrais, believed that human beings were particularly suited to self-regulation 
because of their highly developed nervous system. This particular premise is common to 
many of the most well known somatic practices and runs parallel with human ability for 
developed self-awareness and consciousness (1992). However Murphy does maintain 
that it would be difficult to ‘map’ the methods that make up different somatic practices 
because ‘they change from place to place and over time’ (1992, pp.414 & 566).
Another key figure in the world of somatics is Don Hanlon-Johnson, Professor of 
Somatics at the Institute of Integral Studies, California. An engineering graduate he later 
joined an order of Jesuit monks where he spent fourteen years studying philosophy and 
theology, later leaving the order during his first year of doctoral studies in Philosophy at 
Yale. As a qualified Rolfer, Hanlon-Johnson began his investigations and practice in 
bodywork, combining his background in philosophy with his growing expertise in 
somatics. In 1983 he started the first graduate degree program in somatics at the 
California Institute of Integral Studies, (donhanlonjohnson.com/ accessed 4.4.08). 
Hanlon-Johnson is a prolific writer in the area of somatics although, as is often the case in 
the USA, much of his work and writing is around somatics as therapeutic practice. Don 
Hanlon-Johnson’s writings on somatics are enlightening and useful and particularly his 
discussions on the bodymind informed by his background in philosophy, despite the 
difference in emphasis to the research presented here.
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Thomas Hanna is probably the most well known of somatic theorists. In 1977 Hanna 
founded the journal Somatics, in which many different practitioners wrote about their 
work. Hanna was the first person to use the term somatics and he wrote a series of 
essays, one of which gave the first definition for the area. He named the broad area of 
body practices ‘Somatics’ from the Greek Somat (meaning living body) adding an ‘s’ to 
differentiate it from the word somatic. As Hanlon-Johnson points out
The noun in his usage, in contrast to the more common "somatic" (an adjective 
synonymous with "physical" or more technically, "the musculoskeletal frame of 
the body"), referred to “the field which studies the soma: namely, the body as 
perceived from within by first-person perception”. He was inspired in that 
definition by the phenomenologist Edmund Husserl, who at the turn of the century 
set out an agenda for what he called a "somatology," a study of the relationships 
between knowledge derived from direct bodily experience and scientific studies of 
the body. These phrases originate in the classical Greek contrast between the dead 
body, necros, and the inspirited person, soma. That "somatology" would stand as 
a corrective to what might be called a "necrology," the body of medical science 
whose fundamental ideas about body parts and their structures have been derived 
from the dissection and analysis of corpses (sic) (1997, p. 10).
Thomas Hanna discusses the development of the field of somatics during the 1960s and 
cites a host of practices ranging from transactional analysis and bioenergetics to Rolling 
(Hanlon-Johnson, 1995, p.xiv). He also had an interest in the work of Reich, who saw 
somatic healing and psychoanalysis as working together, Lowen’s development of 
bioenergetics, Keleman’s work on the role of catharsis in healing and Freud’s 
psychoanalytic techniques. Yet Hanna is clear that somatic education has closer 
connections with neurophysiological theories than with psychological theories. Hanna 
suggests Feldenkrais as an example of one somatic practitioner who perceived somatic 
education as a ‘direct application of neurophysiology to human education’ (1977, p.51). 
He believes Moshe Feldenkrais to be the most complex of somatic educators and also 
cites Alexander, Gindler and Feldenkrais as being the ‘major thrust in somatic education’. 
Other influential teachers he refers to within movement education are Jean Ayers and her 
work in Sensory Integration, Mensendieck’s use of Kinesiology, Todd, Sweigard and 
Enelow (1977). Hanna acknowledges the influence on these teachers of a few seminal
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practitioners namely Laban, Bartenieff and Halprin (1977) all of whom are significantly 
closely connected to modem dance practices. According to Hanna an important aspect of 
somatics is the power of the mind to transform the body and he and others working within 
the somatics field have continuously discussed somatic practice in relation to conscious 
awareness. Hanna discusses both the structure and the fimctions of the body as being 
equally important in relation to the ‘life of the body’. Conscious awareness is not 
‘vacuous and non-existent’ but is a ‘central neurological function of the whole human 
being; it is real and it motivates bodily stmcture’ (Hanna, 1977, p.52). He suggests that 
‘gaining control through gaining awareness of one’s bodily processes is a general theme 
of the somatic educators’ (1977, p.50). The term somatic practice(s) or somatics is now 
also widely used by those working in the field and it has been a growing area of interest 
over the last two or three decades in the USA and more recently in the UK where the term 
is still contentious even though it is used by both somatic and dance practitioners alike.
A recurring theme evident in practically all of the literature associated with somatics is 
the denial of Cartesian dualism, ‘the human mind is utterly bound up with the fate of the 
body’ (Hanna, 1977, p.48). Hanna points out that somatic educators do not ‘speak of an 
entity called “mind” but of the function of awareness and paying attention’ (1977, p.52). 
This is an important point in constmcting a concept of somatics. The use of the separate 
terms of body and mind completely undermines the concept of a holistic self and the 
accepted notion of bodymind integration inherent within all somatic practice and essential 
in its application to dance.
It is useful to understand what Hanna calls the bi-modal view in relation to our first 
person perception as the I  and the me and the third person view of the it and the she and 
the effect this may have on the dance student and, as he suggests, ‘...if I allow the 
objective, third person viewpoint to prevail, I may consider myself as no more than a 
helpless being captured in a structure which is not me and which I can not influence’ 
(Hanna, 1977, p.52). It is argued that Hanna’s emphasis of the first person perception is 
crucially important in realising the value of somatics within dance pedagogy particularly
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in relation to the role of power and authority within dance training (Reed, 1994). The 
importance of somatic authority is emphasised in much of the writing and work of dance- 
somatics pedagogues cited in this thesis but in particular Green who points to
the use of somatic practice as a tool to investigate the bodily perceptions and 
cultural constructions of ‘body’, or ways in which the dance world in this (USA) 
country influences how these dance education students perceive their bodies 
(1999a, p. 80).
The developing conscious awareness that is the inevitable result of involvement with 
somatic practice is a constant thread running through somatic work. Feldenkrais also 
describes the ‘growing distinction between self and the outside world’ as the beginning of 
this process and refers to it as the I and the not I (1964). As Hanna suggests ‘all humans 
experience human bodies as out there and not themselves (as a third person experience) 
and they also experience a human body as here within - namely, themselves’ (1977, p.52). 
This understanding of somatics and its value is evident in almost all the literature on 
somatics and dance-somatics. Gindler also said of her work that it was based on 
becoming ‘conscious’ and
I deliberately avoid defining this consciousness as soul, psyche, mind, feeling sub 
consciousness, individuality, or even the ‘body-soul’ For me this small word ‘1’ 
summarises all this (Gindler in Loukes, 2003, p.20).
What has become the most obvious core concern of any somatic practice is what 
Jacobson terms a trifold correspondence
between the muscular states, the proprioceptive sensory impulses, and the 
conscious processes of the individual, apparently yielding to us a particularly 
intimate and detailed insight into matters concerning the relation of ‘the mind and 
the body (cited in Murphy, 1992, p.405).
Hanlon-Johnson expands on this notion through suggesting that there is a ‘common 
focus’ within the field of somatics, which is ‘the relationships between the body and 
cognition, emotion, volition, and other dimensions of the self (cited in Murphy, 1992,
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p.386). Michael Huxley (2002), however, maintains that ‘most people refer to somatics 
not as a first person experience’ but ‘purely as something which is body led not first 
person experience led’. Scott Clark maintains that somatics:
is a miscellaneous category in a way, but surely if it is going to be a useful 
category it has got to include a very wide range of approaches to what it is, to 
have a body, be a body, to be embodied and to move. Some of them (somatic 
practices) have a lot in common and some of them have little in common (2002).
This is shown in the analysis through the use of Wittgenstein’s family resemblance 
theory.
Williamson suggests that for her:
Somatics is a very broad term used internationally by therapists, psychotherapists, 
psychologists, artists, dancers, massage therapists and contemporarily the term is 
applied to many different academic disciplines and therefore is understood 
differently within those disciplines (2010).
The description above by Williamson may be further evidence, it is argued, of the need 
and value of clarifying the term somatics in relation to the discipline of dance. For Martha 
Eddy somatics ‘takes us into the realm of mental-spiritual-physical-emotional health and 
its relationship to creative process’ (1991/2, p.22) and for Thomas Hanna the soma is the 
‘living body’ in its wholeness (1976, 1977; Eddy, 1991/2; Hanlon-Johnson, 1995) 
‘constantly in pursuit of stability and balance, capable of growth and reproduction, and 
thereby maintaining integrity through time’ (Hanna, 1979). Glenna Batson suggests that 
somatics is on the frontiers of research and exploration. She goes on to say that the 
‘somatic approach’ is striving ‘to achieve stability and balance through adaptation and 
change’ (1993, p.74). Green uses the term somatics to ‘describe body mind practices that 
focus on an inner awareness and that use the proprioceptive communication system or an 
inner sensory mode’ (1996a, p.268).
Hanlon-Johnson highlights the phenomenological nature of any study of somatics (cited 
in Murphy 1992, p.386). He discusses the development of body practices during the 
nineteenth century and beyond arguing that ‘there has been a steady resistance building
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among innovators who have devoted their lives to developing strategies for recovering the 
wisdom and creativity present in breathing, sensing, moving and touching’ (1995, p.ix). 
On the whole somatic practitioners work practically rather than writing about what they 
do; they practice and research through their practice and they work outside academic 
institutions. According to Hanlon-Johnson this ‘movement of resistance’ dates from the 
middle of the nineteenth century. Hanlon-Johnson cites Kofler and his work on 
breathing, Gindler, Alexander, Feldenkrais, Bainbridge-Cohen and many more. He also 
points out the connections of practitioners and practices to one another and maintains that 
many of today’s practitioners can trace their own teacher’s backgrounds to these original 
pioneers of the mid 1800s. What Hanlon-Johnson establishes is that somatics is not as 
new as many people perceive it to be and neither is it scientifically unsound, as has been 
suggested. On the contrary the practices outlined in Hanlon-Johnson’s book have a 
longer clinical history than ‘psychoanalysis, any of the younger psychotherapies, or 
physical medicine’ (1995, p.xii).
Hanna and Hanlon-Johnson (1995) emphasise the development of somatics within both a 
scientific framework and a more humanistic framework. Hanna discusses the ‘essential 
first person viewpoint’ as being equal with the ‘scientific and medical third person 
viewpoint’ and suggests that
when a human being is observed from the outside i.e. from a third person 
viewpoint-the phenomenon of a human body is perceived. But, when this same 
human being is observed from the first-person view of his own proprioceptive 
senses, a categorically different phenomenon is perceived; the human soma... 
Physiology, for example, takes a third person view of the body, and sees a body. 
This body is an objective entity, observable, analyzable, and measurable in the 
same way as any other object. From a first person viewpoint, however, quite 
different data are observed. The proprioceptive centres communicate and 
continually feed back a rich display of somatic information which is immediately 
self observed as a process that is both unified and ongoing (1986, p.4-5).
The translation of the word soma ‘bodily being’ emphasises neither the body nor the 
‘soul’ which may suggest that somatic practices are truly bodymind practices, holistic in 
relation to an ‘ongoing process of unfolding and enfolding’ (Silow, 2001/02, p. 17).
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Green, uses the term somatics ‘to describe the body-mind practices that focus on an inner 
awareness and that use the proprioceptive communication system or an inner sensoiy 
mode’. In this sense the body is not viewed as an objective entity but as ‘an embodied 
process of internal awareness and communication’ (1996a, p.268). The term embodied 
has already been problematised within this thesis and in relation to the use of 
Wittgenstein’s theory. However it should be pointed out that it is a term which is 
consistently in use by both the somatic and dance-somatic communities and therefore has 
to be recognised as a term which is current. Jill Green does see somatics as ‘a growing 
field that studies the body from an inner perspective and offers a new paradigm for 
movement theory and practice’ (1996a, p.24). Green’s ideas around social somatic theory 
and its relevance within dance higher education pedagogy are explored further in 
subsequent chapters of this thesis. Somatics may therefore be seen as an overall term for 
the general field of bodywork and normally, within the field, a particular method may 
concentrate on ‘one or more bodily systems.’ (Hanlon-Johnson, in Murphy 1992, p.386). 
In the USA somatic practitioners are very often associated with therapy and therefore a 
healing effect. Hanlon-Johnson however suggests that on the whole somatic practitioners 
are educators rather than therapists and Hanna is very clear about the differences between 
the two. To summarise the review of somatics literature: it is suggested that the generality 
of understandings of the term has to be recognised as problematic in trying to clarify what 
somatics is and its role within dance higher education.
4.3 Somatics as education and/or therapy
The problems around the term somatics have been outlined and in trying to understand 
the term it can be seen that it is used differently within varying contexts. Hanna for 
example makes a distinction between therapy and education. He discusses the ‘desire to 
heal’ as distinguishing somatic healing from somatic education which, he explains, ‘does 
not seek to remedy an ailment but to improve the (clients) total functioning’ (1977, p.48). 
Although he differentiates clearly between somatic education and somatic healing he does 
highlight a shared goal which is to ‘change a person’s life for the better’ (1977, p.48).
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Murphy describes Somatic Education as a term applied to, ‘several disciplines developed 
during the twentieth century in Europe and America’ (1992, p.386). However this 
description does not appear to make a distinction between education and therapy.
It may be concluded that one way to clarify the area of somatics should be through 
understanding the various applications, not only of different practices but of those same 
practices in different contexts, for example as therapy or as education. Hanna 
characterises somatic practices as viewing ‘...the person as a dynamic whole in whom 
mental and physical functions intertwine’ and he goes on to say that the approach of 
somatic healers and educators is one that views the ‘human mind as embodied’ (1977). It 
is suggested that the use of the word embodied here would seem appropriate because 
Hanna is emphasising the unity of the mind within the body as bodymind and not as two 
separate entities. Hanlon-Johnson distinguishes somatic practices as being different from 
therapy in that somatic practices ‘explore the body in relationship to an individual’s entire 
experience’, an experience that may be distinguished as educational (in Murphy, 1992, 
p386). Hanna also comments on this in his distinction between somatic education and 
somatic therapy (1977), whereas Hanlon-Johnson suggests that as ‘primarily educators’ 
practitioners do not promise ‘medical therapy’, which suggests that he makes a distinction 
between therapist and educator (1995, p.xiv). Yet Hanna still refers to all somatic 
practitioners as practising somatic therapies, which he distinguishes through the terms of 
healer and educator. Somatic healers, therefore, ‘offer remedies for specific ills’ through 
curing ailments and the educator through enabling the student to improve ‘total 
functioning’ (1977, pp.48/50). He further distinguishes education from therapy through 
characterising the educational outcome as one where ‘nothing is removed; instead, 
something is added: knowledge and control’ (1977, p.50).
Within the development of somatics, awareness and enhanced consciousness have played 
a key role. We are not necessarily aware of our level of consciousness unless, that is, it is 
raised and Hanlon- Johnson suggests that ‘the pioneers of embodiment’ were unwilling to 
accept ‘ordinary states of consciousness’ (1995, p.xi). A focus on, and interest in, raised
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levels of consciousness runs through the history of somatics and into the realms of 
psychology, neuroscience and philosophy. Hanna points out the importance, to somatic 
educators, of raising awareness in relation to the previously unconscious as being the 
‘gateway to change’. He suggests that somatic educators ‘tend to see consciousness, not 
as an abstract mind, but as a potent neurophysiological function for controlling the body’ 
(1977, p.50). In other words, it is the bodymind at work.
It is evident from the literature reviewed above that there may be some confusion 
surrounding the terms used within the whole area of somatics. In the USA much of what 
is termed somatic practice is understood as therapy, whereas in the UK the term somatic 
practice, though only more recently used, is often understood as education and latterly 
associated with dance.
4.4 Constructing somatics
The previous section has given an introduction to somatics drawing on the work of some 
of the key pioneers and writers in the field. Wittgenstein’s work and in particular some of 
his theories relating to meaning, understanding and use have been introduced in Chapter 2 
of the thesis. This next section describes the application of Wittgenstein’s family 
resemblance theory to the selected practices. Although it is necessary to look for some 
commonalities or links amongst the range of practices examined, it needs to be pointed 
out that Wittgenstein disagreed with the notion of generalisation (Anderson, 1986). 
Therefore the search for commonalities or family resemblances should be seen as being 
quite different from drawing generalisations about a group of somatic practices as a 
whole.
The production of a distinctive vernacular within the discourse of the field has, over the 
years, led to a proliferation of specific terms associated with various practices. These 
terms are identified in the analyses of the practices within this chapter in tables 8-12. It 
has already been recognised that part of the difficulty of knowing what somatics is may 
appear to lie within the seeming ambiguity of the terminology and its use within the field.
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The ways that the discourse of somatics functions and the effects that this has, and has 
had on an understanding of the field, is important in trying to answer the question what is 
somatics? Therefore this chapter examines the terminology used within a range of well- 
established practices. In gathering the data for the analysis specific reference is made to 
seminal figures associated with key areas of bodywork with particular reference to F.M 
Alexander, Moshe Feldenkrais and Elsa Gindler, and her followers Charlotte Selver and 
Charles Brooks, who developed her work into what became known as Sensory 
Awareness, and Joan Skinner. Reference is also made to the work of Hanlon-Johnson, 
Murphy and Hanna. Within the context of this chapter no apology is made for the 
purposeful and liberal use of quotations which are seen as necessary to illustrate the 
actual words of those mentioned above.
In trying to provide a more satisfactory account of the nature of somatics, it needs to be 
recognised that many bodywork practitioners over the years have already attempted to 
answer this question and that Thomas Hanna formulated his own definition as follows, 
which is an extended version of that used in Chapter 2.
somatics is study of the soma, which is not only first-person perception of the 
living body but is its first person regulation. The involuntary functions can be 
incorporated into the volitional system by the selective use of awareness to isolate 
the unlearned function and, by association, to learn it - that is to make it part of 
the conscious functioning of the sensory motor system (Hanna, cited in Hanlon- 
Johnson, (Ed) 1995, p.351).
However none of these descriptions or definitions have been related to the understanding 
of somatics within the context of dance practice and ultimately the concern within this 
thesis is its use and value in discussions and practices of somatic-informed dance.
Tables 8-12 of the analyses present the dominant features of specific practices and in 
doing so seemingly bring to the fore the complexity surrounding the term (and 
terminology of) somatics. Mills points out that ‘discourses do not exist in isolation, but 
are the object and site of struggle. Discourses are thus not fixed but are the site of
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constant contestation of meaning’ (1997, p. 16). It is suggested that undertaking an 
analysis of somatic practices may be seen to be contrary to the evolving nature of the 
work and the philosophy of many of the key practices within the field. However it is felt 
that the need to clarify the field of somatics in relation to dance, for those studying and 
those teaching, is very important as illustrated below.
The research suggests that within most somatic practices specific, qualitative words are 
used by practitioners to describe their practice. For example: control, self-awareness, 
sensory-awareness, sensory-motor awareness, sensory-kinaesthetic etcetera. These are 
terms that are commonly used and it is argued that this commonality could make a 
definition of somatics particularly problematic. Therefore it is difficult to be able to state 
clearly quite what somatics is if, for example, the same qualitative and descriptive words 
are used within a number of practices. It is suggested that the same could also apply to 
dance techniques. For example are Graham, Cunningham and Humphrey techniques all 
the same because they share some common properties or characteristics and should they 
therefore all be called Graham or Cunningham or just taught together in a mix as 
contemporary dance technique, which does indeed happen? For example, could it 
therefore be said that the same applies for Feldenkrais and Alexander because it may be 
considered, initially, that they share some similar characteristics? Can they then just be 
taught as one thing, a mixture of the two practices and called somatics? However they 
are not one thing, that is, a generic dance technique or a generic thing called somatics, 
which would both then be hybrid forms. It is argued that this does happen in dance 
technique teaching where, maybe legitimately, a teacher teaches her own practice and not 
a specific dance technique such as Graham or Cunningham. An example of this may be a 
teacher who refers to her practice as ‘release based’ meaning, it is suggested, a hybrid 
form of a number of dance influences within her own practice. This may be quite 
acceptable although, it is argued, sometimes misunderstood by dance students. Similarly 
this conflation of practice can also happened within the area of somatic practices and can 
cause confusion especially for dance students. This is illustrated by the following 
reference to Warwick Long’s work, where his students refer to somatics when in fact they
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are being taught Feldenkrais (2002). In his work Long summarises the relationship 
between ballet and yoga stating that ‘it is clear that somatics provides a strong link to both 
ballet and yoga’ and that ‘the strongest relationship between ballet, yoga and somatics is 
the deeply felt sensations that students are able to apply between two different contexts’ 
(2002, p.96). In this context Long, a qualified Feldenkrais practitioner, appears to refer to 
somatics when he is in fact teaching Feldenkrais or, possibly, teaching from a Feldenkrais 
perspective. It is argued that his reference to somatics, in this context, indicates a 
looseness with which it is often used and demonstrates one of the difficulties of using the 
generic term (somatics) with students. Unless they are adequately prepared from the 
beginning of their university education, through a clear introduction to the area, of 
somatics and dance-somatics, it is suggested that students may be confused. Long’s 
students who have experienced the Feldenkrais method, seemingly refer to Feldenkrais as 
somatics rather ‘muddying’ the use and understanding of the term. Is somatics therefore 
Feldenkrais and Feldenkrais somatics? It is argued that such conceptual confusion greatly 
illustrates the need to clarify what constitutes the field of somatics and more specifically 
its relationship to dance. This example endorses the value of the analysis in Chapter 6 of 
the thesis. Nevertheless practices, both in dance and in somatics, may be seen to have 
some similar characteristics and some that are also clearly different. It is suggested that 
an analysis can therefore show individual practices as being distinct yet linked to each 
other through a family resemblance. Writers and practitioners within dance may directly 
connect the problem of clarifying somatics as a field to the rather ambiguous and general 
use of particular terms. Hanlon-Johnson also points out the lack of clarity within the 
somatics field suggesting that:
there is little sense of a basic unity within the field, of which various methods are 
variations on a theme, admitting easy dialogue about the strategies that might be 
used most effectively for specific problems, and the solid research made possible 
only by collaboration among a wide range of practitioners and theorists (cited in 
Murphy, 1992, p.9).
It is helpful to recognise that trying to define these terms is not easy and may not be 
wholly possible or useful. For example, the notion of an integrated mind and body was 
central to the work of Gindler, who said of her work that it was based on becoming
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‘conscious’ (Loukes, 2003, p.20). This does not really help in trying to establish what 
consciousness means within Gindler’s work or that of her followers who developed her 
work into sensory awareness. Becoming conscious may be viewed as being 
interchangeable or similar to developing awareness, which is a concept used by many 
somatic practitioners and participants and can be seen to be a key concept within the 
analysis of the chosen practices.
It is argued that in order to make progress a clarification through discussion and 
recognition of the links between practices through a family resemblance will be valuable 
in exploring the role of somatics within dance pedagogy.
4.5 Problematics
Some of the problems associated with the clarification of the field of somatics have been 
discussed in the previous section and some further problems are discussed below. Allison, 
in her publication the Illustrated Encylopedia of Body-Mind Practices (1999) looks at a 
vast range of bodywork. She divides her book into sections with headings indicating a 
particular area of body practice. For example she titles Part 1 as Alternative Health 
Models, Part V as Sensory Therapies, Part X as Somatic Practices etc. Interestingly 
Thomas Hanna, regarded as the founder of somatics, is not included within the section on 
somatic practices but he is included within the section on Movement Therapy Methods in 
Part IX, as is Alexander and Feldenkrais. In her introduction to Part IX Movement 
Therapy Methods Allison identifies this area of bodywork as:
disciplines that seek to relieve pain, improve physical performance, and increase 
the potential for emotional and creative expression by developing awareness of 
body movement and repatteming it (1999, p.200).
Within Part X, Somatic Practices, Allison includes Brain Gym, Contact Improvisation, 
Continuum, Eurythmy, Gurdjieff Movements, Pilâtes, ROM Dance, Skinner Releasing 
Technique, Spatial Dynamics and T’ai Chi Ch’uan (1999, p.244). As an introduction to 
the section on Somatic Practices Allison says:
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somatic practices are movement practices that develop one’s mental, emotional, 
and spiritual experience of life by awakening greater awareness of the sensations 
of his or her physical body as it moves through space (1999, p.244).
It has for example already been pointed out that Pilâtes is not often considered as a 
somatic practice but is more usually seen as a body-conditioning technique and it may 
therefore be argued that Allison has misplaced Pilâtes in the somatics section of her book. 
However Kirsty Alexander suggests that for her:
Pilâtes is an interesting one. I think that Pilâtes in itself is not necessarily a 
somatic technique but it is possible to approach it from a somatic perspective. If I 
go to a Pilâtes studio that is how I experience Pilâtes though I equally know 
people who use Pilâtes or teach Pilâtes through the overload of specific muscles; it 
can be taught very much from a muscular level as an exercise routine. Certainly 
I’m not practicing it at the moment but there have been times in my life when I 
have found it a really useful place to practice kinaesthetic awareness because there 
is the time and the space to work in my own way and for it to be about integration 
and kinaesthetic experience (2010).
Allison further explains that the term somatics was ‘coined’ by Thomas Hanna and she 
points out that many of the other disciplines included within her publication also adhere 
to Hanna’s definition of somatics, although she doesn’t say which. However she explains 
her categorisation, in not including them in this chapter, as being because the chapter 
focuses on ‘disciplines that were devised not for relief from a particular ailment or pain, 
but for those seeking to enhance one’s understanding and awareness of what it means to 
be fully alive in a human body’ (1999, p.244).
Within this thesis it has already been shown that Hanna clearly identifies the differences 
between somatic education and somatic therapy. Therefore according to Allison’s 
categorisation Feldenkrais, Alexander and Hanna’s work is more about therapy than 
awareness and surprisingly she does not include the work of Gindler and her followers 
within the somatic practices section nor, in particular, Charlotte Selver who actually 
termed her work Sensory Awareness. All of this is extremely confusing and less than
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helpful in trying to understand what somatics is. It is argued that this is yet another 
example of the need for some clarification of somatics beyond Hanna’s initial definition 
and taking into consideration contemporary use of the word in relation to dance 
pedagogy.
The critique of Allison’s work is particularly aimed at highlighting the ambiguity and 
therefore confusion that exists within the field of somatics. Furthermore the ability of 
practitioners and students to be clear about their own work is questioned if, as illustrated 
above, there is a general lack of understanding within some of the somatics’ literature and 
consequently by those who may be working with dance students and are not fully 
informed in the area of somatics.
It is suggested that it is certainly difficult to classify, characterise or define somatics even 
though, as shown, Hanna is very clear in his ‘definitions’ of what somatics is. Indeed, as 
Shusterman points out, it may be ‘hopeless to talk about somatic practices in general as 
being either rational or irrational, liberational or enslaving, good or bad’. As he also 
suggests some distinction amongst these practices would be helpful (2000, p. 157). It is 
strongly suggested that, in failing to explain and clarify the terminology and practices 
associated with somatics, the term continues to be vague, non-descript, non-definable and 
possibly even useless.
Shusterman is not the only writer to think of classifying somatic practices; Johnson and 
Murphy have also attempted it to some extent, although none of these apart from Johnson 
has significantly expanded their work in this sphere. Shusterman suggests that one way 
to classify somatic practices is in relation to their orientation as either holistic or ‘more 
particularised’. However he includes in the vast array of what he terms somatics, 
practices as diverse as hairdressing and Alexander technique, hence the classification 
categories of ‘particular’ which refers to those practices which ‘focus narrowly on 
particular body parts’ and the ‘holistic’ referring to those practices which are orientated 
‘toward the entire body, indeed the entire person, as an integrated whole’ (2000, p. 158), 
which is the understanding of somatics that Hanna has always given.
83
Shusterman also suggests that somatic practices differ according to whether they are 
directed at oneself and he further differentiates practices as being either focused upon the 
external, that is how the body looks on the outside, or on the internal through sensing and 
attention to the ‘qualitative lived experience’ (2000, pp. 158-159). Furthermore he 
designates somatic practices as either those of representation, for example hairdressing 
and those of experience such as yoga and other bodywork. The inclusion of such a vast 
array of practices is outside the scope of this thesis and is only useful in identifying what 
is seen as relevant to the relationship of somatics and dance practice. However 
Shusterman does highlight an interesting point relating to the inner/outer debate through 
emphasising the blurring of boundaries between inner and outer, as does Fortin (2003). 
Emslie also touches on this by suggesting that ‘the phenomenological theory of 
reciprocity and the ‘intertwining’ of inner and outer is particularly pertinent to Skinner 
Releasing Technique and, it is argued, to most somatic practices which relate well with 
dance (2006, p.3). It should be pointed out, within the context of this chapter, that Fortin 
and Emslie are specifically applying their knowledge of somatics to dance, whereas 
Shusterman is writing on the mass media, popular music and film and what he calls the 
‘somatic arts of self improvement’ (2006, preface).
Hanlon-Johnson refers to different families of somatic practice for example the 
‘functional structural family’ in which he includes ‘Alexander, Rolfmg, Feldenkrais, 
Aston Patterning and their various derivatives’, the ‘energetic family’ and the ‘awareness 
family’, to include ‘Conrad Da’Oud, Selver, Rosen, Proskauer, etc’ although he does not 
relate this to a Wittgensteinian family resemblance at all. He suggests that there are two 
‘sub-sets of principles’, one relating to body image and the other to do with ‘biological 
and physical patterns common to all organisms’ (1986/7, p.6), which is not dissimilar to 
Shusterman s categorisation above. Hanlon-Johnson maintains that the articulation of the 
body image is very closely related to the ‘development of sensitivity’ or sensory 
development. If this is the case, then this principle of sensory development may be seen
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to be integral to any somatic practice, if sensitivity is seen to be a key concept of a 
somatics family or families. He describes somatics as:
legitimately characterised as a field because its many methods share a common 
focus on the relationships between the body and cognition, emotion, volition, and 
other dimensions of the self.
And that within the field of somatics ‘a particular somatic method can be defined by its 
concentration on one or more bodily systems’: that is, the anatomical and physiological 
aspects of the body (1986/7, p.6). Hanlon-Johnson also identifies what he refers to as 
principles underlying the somatic field:
Here is how I see the situation: the more I have learned about the somatic pioneers -  
Gindler, F.M. Alexander, Reich, Rolf, Feldenkrais, Schultz, Jacobson, etc. -  the more I 
have been struck by this paradox: (1) on the one hand, there are radical similarities 
among the ways these people actually worked, and the discoveries they made about 
human nature, constituting a field of theory and practice unified enough to justify 
Hanna’s naming it “somatics”: (2) on the other hand there are a bewildering variety of 
somatic methods, the adherents of one frequently criticising the values of the others 
(1986/7, p.4).
He distinguishes between techniques and principles suggesting that it is an emphasis upon 
the ‘techniques’ of a specific practice that is problematic rather than emphasising 
‘underlying principles’ that relate to that practice. He identifies principles as ‘beginnings- 
sources of discovery’ that he sees as ‘arising out of questions rather than answers’ and as 
he puts it these were found through looking at how ‘the somatics’ pioneers actually 
developed their work (1986/7, p.4-8), whereas techniques are ‘what they did in particular 
instances, and what they say they did in their attempts to communicate simply with their 
students and the public’ (p.4-8). Hanlon-Johnson suggests that ‘an education based on 
somatic principles aims at freedom’ and ‘learning techniques requires imitation, 
repetition, and obedience to those considered to be experts in applying the techniques’ (as 
in ballet or yoga for example). Ultimately such principles can allow creativity to flourish 
and generate ‘communities of explorers’ (Hanlon-Johnson, 1986/7, p.4-8).
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Hanlon-Johnson suggests that it is necessary for somatic practitioners to be involved in a 
‘wide range of experiential, theoretical and practical studies’, which also involve a long 
training in sensitivity. Ideally, in order to learn about the ‘public body’, somatic students 
need extensive studies of ‘the biological, psychological, and social sciences’ which in the 
case of the art of dance, may suggest a blurring of the boundaries between art and science 
(Hanlon-Johnson, 1986/7, p.8). Indeed dance-somatics may be seen to be the absolute 
blending of art and science, the dancer needs to have a strong sense and understanding of 
her own physicality and of what is needed to keep the body-machine working efficiently 
and safely through a knowledge of the structure and functions of the human body. Bonnie 
Bainbridge Cohen’s Body-Mind-Centering is just one method that can promote this 
understanding.
4.6 Summary
Allison’s explanation of somatics appears to be fundamentally based upon body 
awareness and she suggests that therapy has an additional objective of relieving pain and 
this may be so (1999). However the literature and the practice relating to Alexander 
Technique and the Feldenkrais Method suggests that they are not primarily grounded in 
therapy and there is much evidence to identify them as educational methods, particularly 
related to awareness, rather than as therapeutic practices as Allison suggests (Feldenkrais, 
1949; Ginsburg, 1999; Goldfarb, 1993; Hanna, 1990). It can be seen from the discussion 
above that the term somatics is hugely complex and that there are multiple understandings 
of the practice/s. The identification of practices that are particularly related to dance may 
help in unravelling the area of somatics and its use and value for dance students.
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Chapter 5 
Narratives relating to four key somatic pioneers 
5.1 Introduction
The following section presents a brief synopsis of selected key somatic pioneers and 
gives an outline introduction to their practices. The descriptions thereby paint a 
contextual picture of these seminal pioneers in order to understand their place in the 
development of the field of somatics and ultimately of dance-somatics within higher 
education. It is argued that the work of some key somatic practitioners including FM 
Alexander, Moshe Feldenkrais, Elsa Gindler with Charlotte Selver and Joan Skinner has 
been significant in the development of post-modern and new dance practices particularly 
in the UK and the USA (Huxley, 1995; Huxley, Leach & Stevens, 1995; Jordan, 1992). 
Some of the similarities and differences between the works of these pioneers are 
highlighted through the narratives below.
5.2 A discussion of four somatic pioneers and their practices
5.2.1 FM Alexander: 1869-1955
FM Alexander developed his technique through a ten-year study of observations of 
himself and others. His work developed out of a need to cure his own re-current loss of 
voice. Huxley, Leach & Stevens maintain that Alexander’s work is difficult to 
understand and talk about. However, they do believe that Alexander’s writings ‘yield up 
their meaning on close analysis (when) combined with practical instruction in the 
technique’ (1995, p.l58). There are two main periods of time in relation to the 
development of Alexander’s work: 1888-1941 is the initial period of development. In the 
context of this thesis it is worth noting that the publication of Alexander’s main works 
from 1910-1941 coincide with the development of early twentieth-century dance. The 
second period of development, 1964 onwards, is the time when Alexander Technique was 
first recognised as being applicable to dance (Huxley, 1995). His work was first 
published in leaflets between 1906 and 1909 followed by his first book in 1910 and his
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major publication, The Use o f the Self which sets out his main ideas, in 1932 (Huxley, 
Leach & Stevens, 1995). He was, in his own words, mainly concerned with the ‘intimate 
management of our moment to moment perceptions of ourselves’ (1985, p.3). His 
observations of human beings had a close medical connection and his approach involved 
the whole body, beginning with a focus upon the use of the head and neck region, which 
preceded, according to Barlow, ‘by nearly a hundred years the most up to date findings on 
proprioception, posture and emotion’ (1985, p.4). Alexander’s work relates strongly to 
the muscular and nervous systems. It has a scientific character which grew out of ‘a 
laboratory experimental demonstration’ relating to the re-education of the human being 
and correcting the ‘habitual wrong use’ of self, resulting in ‘unnecessary tensions and 
wastes of energy’ of ‘not doing’ (1985, p.4). Alexander‘s work focussed upon his 
patients consciously directing and controlling the use of themselves. He disliked the habit 
of speed and of ‘too quick reaction to stimuli’ leading to ‘misuse of effort’. In his 
explorations into habit he came to the conclusion that the only way of fi*eeing himself was 
primarily ‘to refuse to give consent to (his) my ordinary doing in carrying out any 
procedure’. For Alexander the most valuable knowledge we can possess is that of the use 
and functioning of the self. He believed that any training ‘must be based upon the 
indivisible unity of the human organism’ (1985, pp. 18-22).
The most important stage of Alexander’s investigations was his discovery of the ‘primary 
control of the working of all the mechanisms of the human organism’ (1985, pp.28-39). 
This was followed by his realisation of the close connection between the use and 
functioning of the body, in other words that the wrong use in one part of the ‘mechanism’ 
had an effect on the whole person. Alexander acknowledged that habit is present in all 
human activities and that the difficulty for most people is in ‘making changes from 
unsatisfactory to satisfactory conditions of use and functioning’ (1985). The key problem 
is that people rely on what feels right to them and therefore they resist change. It is 
suggested that this is particularly pertinent to work with dancers, who have often received 
a limiting training over many years by the time they arrive at a higher education dance 
course, sometimes based on very poor practice. They therefore have to unlearn what to
them feels right before they can learn to question and make changes. Huxley, Leach & 
Stevens, suggest that any codified dance technique is primarily built on habitual use of 
self and they points out that:
it is our experience that many practitioners feel that they have been as much 
restricted by technical (dance) training as by the lack of it. Young people, 
particularly those who wish to choreograph, are wary of much dance training 
precisely because they see it as limiting (1995, p. 160).
Alexander was particularly concerned that those he worked with learnt to take control of 
the use of their body, thus ‘making a change from the instinctive to the conscious plane 
(1985, pp.28-39). He related his process of conscious inhibition of ‘habitual uses of the 
mechanism’ to John Dewey’s ‘thinking in activity’. Dewey was bom in 1859 and had 
lessons with Alexander from 1916 onwards (Huxley, 1995). He believed in learning 
through experience rather than through the more traditional methods in use at the time 
and he and Alexander had similar ideas around education. Alexander believed that 
inhibition changes a person’s way of thinking and that, even if what he is doing with his 
students feels wrong to them, it is essential that they carry on and that the ‘conscious 
reasoning direction’, as he calls it, dominates or takes over from the instinctive, 
unreasoning direction. Alexander often spoke about ‘sensory untrustworthiness’ in 
relation to ‘the control of human reaction’ meaning that none of us can rely upon our own 
feeling or perception of what is right in relation to the fimctioning of the body (1985, 
pp.42-49).
Alexander’s method of education may be broadly seen as follows:
Awareness of primary control
Improvement in sensory appreciation of the use of human mechanism 
Improvement in functioning 
Inhibition of instinctive direction 
Substituted for a conscious direction 
Leading to a new manner of use
Therefore the stimulus no longer brings into play the old ‘reflex activity (Alexander, 
1985; 1986). As Cathy Madden suggests, we should ‘remember the thing which replaces
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the old idea which replaces the pattern’ (Reed, 2010a). It was Alexander’s conclusion 
that ‘the substitution of conscious for instinctive direction in the changing of use (of self) 
is of primary importance’. He believed that the way to work successfully with his 
students was through teaching them ‘to employ consciously the primary control of their 
use’. He could enable them, indirectly, to control their functioning thereby giving them 
the ‘means whereby’, as he calls the opportunity for instigating change. What Alexander 
means when he is referring to working on the ‘means whereby’ principle is simply 
‘working against the habits of a lifetime’ (1985, p.66). However he was suspicious of 
actually teaching change believing that a teacher would often be ‘misdirected’ in giving 
corrections to a pupil without taking a holistic approach (1985).
One of the most widely known terms within the Alexander technique, used to clarify the 
exact specifics of his work, is endgaining, which refers to the immediate response which 
follows the ‘innervation of the muscles which habitually perform an act’ (1985); in other 
words, going to an end without considering the how (Reed, 2010a). Cathy Madden talks 
about the moment of change and she uses a particular phrase continuously when teaching, 
‘my head moves and the rest of me will follow’, to bring her students’ awareness to that 
moment of inhibition and that moment of change between the head and the spine which is 
an essential component of Alexander’s work (Reed, 2010a).
Alexander maintained the impossibility of separating the physical from the mental: ‘once 
it is recognised that every act is a reaction to a stimulus received through the sensory 
mechanisms, no act can be described as wholly “mental” or wholly “physical” ’. We are 
instinctive creatures and therefore ‘in most people their direction of the use of themselves 
is habitual and instinctive’ and there is often no ‘reasoned conception’ of how to use the 
body more efficiently or even any sense that efficiency might be useful (Alexander, 
1985). Making a change in any one part of the body will always precipitate a change in 
the whole of the human organism and to benefit from that change it is necessary 
permanently to alter the use of that organism, which would in turn influence the whole 
functioning of the body (Alexander, 1985, pp.52-54).
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Alexander is clear that difficulties in functioning cannot be overcome ‘unless inhibition is 
allied to the process of reasoning out the right ‘means whereby’ and ‘acquiring a higher 
standard of sensory direction’. He suggests that if our sensory functioning is 
unsatisfactory then our response to stimulus is also likely to be deceptive. Sensory 
mechanisms register impressions which may not be the true impressions of what is really 
happening and are likely therefore to be unreliable (1985, pp. 104-108):
It seems strange to me that although man has thought it necessary in the course of 
his development in civilization to cultivate the potentialities of what he calls 
‘mind’, ‘soul’ and ‘body’, he has not so far seen the need for maintaining in 
satisfactory condition the functioning of the sensory processes through which 
these potentialities manifest themselves (sic) (Alexander, 1985, p. 108).
Dewey suggests that Alexander’s work ‘extends and corrects the idea of conditioned 
reflex’ (in Alexander, 1985, pp.9-11). He believes that the Alexander technique belonged 
to ‘constructive education’ (in Maisel, 1974, p.xxxv). Indeed Alexander himself sees his 
work as largely educational and Aldous Huxley, another great supporter of Alexander, 
often referred to the ‘educational primacy’ of Alexander’s work (Maisel, 1974, p.xxxv). 
Murphy also defines Alexander’s work as an educational method (1992). Maisel 
maintains that Alexander’s work may be seen to differ substantially in relation to much 
bodywork practice which, he believes, may be in danger of being sentimental and anti­
intellectual in nature. He suggests that ‘an essential component of his (Alexander’s) 
method belongs to the mind; there is a basic thinking element in it’ (1974, p.xxxviii). It is 
this ‘basic thinking element’ which is particularly pertinent to the context of dance (Claid, 
2006). With such a wide range of practices sometimes discussed under the title of 
somatics (Shusterman, 2000) Maisel’s response in wanting to disassociate himself with 
some other bodywork practices may not be surprising.
A new phase of interest in Alexander’s work from the 1960s resulted in ‘at least thuty 
books on the Technique’ being published during that time and there has since been a 
growing interest in the work by dancers, dance teachers and other performers in the UK
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(Alexander, 2010; Brown, 2002). Huxley suggests that many concerns that are raised 
about dance can be dealt with through Alexander Technique both theoretically and in 
practice (1995), although it is argued here that the theory comes through the practice. 
Certainly very many dancers and somatic practitioners have worked with Alexander or 
Alexander teachers and thus been influenced in the development of their own work 
particularly from the 1970s onwards; Joan Skinner, Mary Fulkerson, Eva Karczag and 
Stephen Petronio, who are just a few of many. In addition members of X6 were also 
working with the Alexander technique alongside other ‘body-mind techniques’, as Claid 
refers to these. She suggests that ‘as Alexander, Contact-Improvisation, Release and 
Body-Mind-Centering were incorporated into movement forms for performance, so the 
thinking dancer and new dance style emerged’ (2006, p.85). It is suggested that, despite 
this evidence, in the 1970s in the UK the use of Alexander technique alongside dance was 
still very new. It was not, for example, included in the workshop programme for the 
significant Many Ways o f Moving conference in July 1977. Those practices included 
were:
African and Yoga - Basic Gymnastics - Bioenergetics - Body Intelligence - 
Classical ballet - Classical Indian Dance - Contact Release Work -  Cunningham 
Based - Dancercise - English Traditional - Feldenkrais Method and Theatre Arts - 
Graham - Keep Fit - Laban - Margaret Morris - Massage - Medau - Morris Dance 
- Movement for Therapy - Malaysian Aboriginal - Natural Dance - New Dance - 
Who Moves - Social Dance and Olympics - Tai Chi Chuan (sic) (Polytechnic of 
Central London & London Contemporary Dance Trust, 1977).
The Polytechnic of Central London and the London Contemporary Dance Trust presented 
the many Ways o f Moving conference and workshop programme jointly. Members of the 
organising committee included some well-known names in dance at that time, including 
Irene Fawkes, Roy Holland, Robin Howard, Travis Kemp and Mary Prestige. It is 
interesting to note some of the explanations in the programme of Many Ways o f Moving, 
which provide a window on the world of movement practices in performance training at 
this point in the late 1970s. For example the description of her session by Lea Bartal, 
who is introduced as a graduate of the Sigurd Leeder School of Modem Dance, on 
Movement as Theatre Form, Feldenkrais ’ Method-Re-education as a form o f Therapy
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suggests that she is using a synthesis of practices in her work, including the Feldenkrais 
Method, Alexander Technique, Tai Chi Chuan, mental imagery and more (1977).
Returning to the use of Alexander technique by dancers, it is suggested that if a dancer 
can change the habitual use of herself then there is the chance to exchange that habit for 
new innovative and creative ways of moving (Huxley, Leach & Stevens, 1995) which, it 
is argued, defy and challenge conditioned response. Dancers and performers use 
Alexander Technique along with other somatic practices as a way of dealing with their 
habitual misuse of the body during training, which has often resulted in chronic 
conditions causing pain. Huxley concurs with this suggestion despite Alexander’s 
‘insistence’ that his technique was not a therapy (1995). However it is argued here that 
many performers and practitioners see Alexander Technique as much more than a therapy 
and it is suggested that it is the results of learning through the Alexander Technique that 
can free a dancer and therefore allow for more innovative movement and greater 
creativity (Batson, 1990). Cathy Madden is Professor of Theatre at the University of 
Washington, international teacher and a qualified Alexander teacher of many years. 
Madden says of the Alexander Technique that it has given her increased creativity and 
spontaneity and this is what she works to bring out in her students (2011). During an 
Alexander course, led by Madden, we worked in groups and in pairs applying Alexander 
principles and testing ideas such as walking as falling, following the head and reaching 
for objects. Madden talks about ‘doing’ rather than ‘feeling’ and the importance of the 
desire to do. Her explanation of Alexander’s development of the use of the self involves 
the sequence of ‘wanting; recognising; deciding; gathering and selecting information; 
creating a plan and then making changes; volition - asking the plan - thinking; deciding 
again and experimenting’ (Reed, 2010a). She reminds us that we don’t have to do 
anything to remain upright, which brings to mind the extreme effort that has often been 
used in dance training and the terminology employed by some teachers for example, tuck 
under, pull in the stomach, push the shoulders back etcetera. Madden’s teaching 
emphasises the need to think before moving and to consider the use of effort. In her 
classes she demonstrates and asks students to play with the difference between what she
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terms a dynamic (positive and changing) and a static (negative and non-changing) balance 
through walking, stopping, turning and falling. These actions are all performed whilst 
employing the principle of inhibition, that moment of pause before continuing and she 
constantly uses the direction ‘my head moves and the rest of me will follow’ to remind us 
of the moment of change (Reed, 2010a).
Lucia Walker, a dancer and internationally known Alexander teacher, also uses creative 
games in her work. She points to her initial motivation to train in Alexander Technique as 
a ‘desire to develop my movement skills as a dancer. I was impressed by how lessons 
enhanced my capacity to learn and by the delightful quality of lightness and flow I was 
able to experience’ and she says of her teaching that she:
likes to use games, discussion, touch, stillness and activity to explore Alexander's 
principles in ways that are relevant and enjoyable. I am fascinated by how to use 
the technique to become more conscious and more integrated in feeling, thought, 
action and purpose (2011).
Sarah Whatley says of Walker: ‘she is interesting to look at in relation to the sustaining of 
practice. There is something so intangibly rich about her understanding of the body 
(2010). It is argued that this heightened capacity to learn that Walker describes is also 
present in the Feldenkrais Method, Sensoiy Awareness and Skinner Releasing Technique 
and other somatic practices. Although all of these practices are veiy different in approach 
they also have some common qualities and it is suggested that they are all methods of 
education and developed as such through their founders.
Shusterman also suggests that both Alexander and Feldenkrais share the view that 
‘heightened sensor motor self-knowledge holds the key to self improvement’ (2000, 
p.68). Furthermore Murphy states that both believed that human beings could ‘replace 
automatic uncultivated behaviour with a highly articulated, freely determined, self aware, 
and spontaneous functioning’ (1992, p.393). However the choreographer, dancer and
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teacher Carol Brown points out that in her experience Feldenkrais and Alexander are in 
practice quite different:
I think about Alexander technique and Feldenkrais, which are probably the two I 
know best, I think that there is very little common ground that they have between 
them. I mean they are very different systems, very different conceptions of the 
bodymind connection and completely different styles of practice. The thing they 
do have in common is that they were both developed by men at a certain era and 
they had their followers and may be the breath thing comes to mind, the breathing 
is very important in both Alexander technique and Feldenkrais. How you are 
breathing and whether it is in with the movement or out with the movement. 
Alexander Technique is a bit more prescriptive in some ways whereas Feldenkrais 
is a bit more open-ended, you do something and there is no right or wrong in a 
sense. With Alexander Technique there is still that sense that there is a correct 
way (2002).
It is argued that the experience of any practice also depends on the context within which it 
is taught and by whom, as has been illustrated above through reference to Madden and 
Walker’s work with performers. For example, it is suggested that the experience of a 
one-to-one (teacher/student) Alexander class where a table is used to lie on and/or a chair 
to sit on, which are often used for classes in this situation, is a very different experience 
from the workshops described above, despite the fact that the same principles of the 
practice are being employed. Additionally Alexander one-to-one classes usually involve 
hands-on work by the teacher, who addresses the posture and habitual movement of the 
student in every day actions such as lying, standing, sitting and reaching. Similarly 
Feldenkrais Functional Integration sessions are performed by a Feldenkrais practitioner 
on a one-to-one basis mostly using a low table for the student to lie or sit on, allowing the 
teacher to guide the student and use non-invasive, hands-on touch (Reed, 2010b). It 
should be emphasised that Alexander’s work is based on very specific principles, as 
described in the above section, and it is a uniquely specific practice in relation to the 
principles devised by him.
The brief narrative given above describes Alexander’s work and also makes reference to a 
number of dancers, performers and makers who have benefited from applying
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Alexander’s principles to their own and their students’ work: for example, Cathy Madden, 
Mike Huxley, Carol Brown, Emilyn Claid. The potential value of practical experience in 
the Alexander Technique to dance students in higher education and training is well 
documented through a number of practitioners’ work such as: Batson (1990, 1993, 2011); 
Beavers, Claid (2006); (2008); Huxley (1995); Huxley, Leach and Stevens (1995); Nettl- 
Fiol (2006) and more. In particular Nettl-Fiol describes in detail her own experience as a 
dancer, dance teacher and trained Alexander practitioner. She points to the difficulties of 
dancers dealing with Alexander Technique in relation to its roots in ‘not doing’ compared 
to a dancer’s training of ‘doing’, as well as a dancer’s focus on an end result in contrast, 
again, to Alexander’s principle of the ‘means whereby’ or the process rather than the 
product (2006, p. 81).
It may be seen that dance training is associated with a certain muscular tension. The 
principles of Alexander technique, integrated and understood within dance higher 
education, can provide the opportunity for a dancer to find a different way of moving 
through releasing tension and habitual patterns of holding the body, which may risk or 
incur injury. Alexander technique can provide the opportunity to learn greater ease in 
moving through paying attention and developing better awareness particularly in 
understanding the head-neck/spine relationship. Batson suggests that ‘movement 
becomes freer when dancers focus on sensing the changing relationships of the moving 
body, not just on position and steps’ (1990, p. 29). Nettl-Fiol usefully summarises the 
potential use of Alexander Technique and its value to dancers through identifying six 
specific themes in Alexander’s work namely: ‘unreliable sensory appreciation; 
psychophysical unity: use affects function; primary control; inhibition; direction and 
primary and secondary curves: the lively interplay’ (2006, pp. 79-84).
To summarise, the Alexander Technique in dance higher education and training not only 
helps a dancer in understanding her own and others’ bodies, and therefore assists in 
preventing injury, but it also encourages wider choice of movement through inhibiting
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habitual responses and technical based solutions to choreographic problems thus, it is 
argued, increasing creativity.
5.2.2 Moshe Feldenkrais: 1904-1984
Like several of the somatic pioneers, for example Gindler, Alexander and Skinner, Moshe 
Feldenkrais developed his method in response to a serious injury (Murphy, 1992; 
Johnson, 1995). He was an engineer, an atomic physicist and a black belt in judo and he 
studied anatomy, physiology and psychology. Feldenkrais suggests that in order to move 
on, it is necessary to recognize that T - the body -  is orientated to the Not I - the outside’ 
(Feldenkrais, 1964, p.51); that is it is necessary to develop consciousness. This particular 
premise is key to the development of Feldenkrais’ theories in relation to the body and the 
environment. The use of the Feldenkrais method may be valuable in changing acquired 
behaviour and habitual movement and ways of thinking, thus freeing the bodymind and 
creative energy. However, in establishing significant change it is important to note that 
only a limited improvement ‘in comportment’ can be achieved through ‘muscular 
awareness’ (1964). Feldenkrais believed that to enable any further change in an 
individual it is absolutely essential to increase awareness of the skeleton and its 
orientation. He maintains that his work, through the very specific and numerous classes 
that he devised, led the participant to become particularly aware of ‘one’s own skeleton 
and muscles and with the environment practically simultaneously’ (1964, p.54). His 
emphasis is on effortless movement or ‘the reduction of useless effort’. He suggests that 
to be able to sense the differences in effort ‘one must first reduce the exertion’, hence his 
lessons often require the participant to make minute movements which are ‘barely 
perceptible’ (1964). This is in itself quite a discipline for a student dancer and, as 
discussed in Chapter 6, may be problematic in the teaching of Feldenkrais within 
undergraduate dance courses. Feldenkrais states that in Awareness Through Movement 
classes (ATM) ‘the group is repeatedly encouraged to learn to do a little less well than is 
possible when trying hard, less fast, less vigorous, less graceful and it is absolutely 
essential to reduce ‘useless effort to increase kinaesthetic sensitivity’ and ‘self regulation’
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(1964, p.55). Such reduction in effort is not necessarily easy to achieve and an 
understanding of the principles underlying the methods that may achieve such self­
regulation is important. Scott Clark, a Feldenkrais teacher and former dancer, talks about 
the development of Feldenkrais’ work:
What he had to draw on was his experience as a judo teacher and a judo 
practitioner and his knowledge of engineering and living with someone who was a 
paediatrician, who was constantly looking at the developmental processes of 
young children. He used to read Piaget and this was a time when Freud was very 
new as well so that all of these things, about the stages of development and what 
started when we were very young, were very interesting to him. He was still 
working with Alexander and had, I think, three lessons from Alexander before 
they really just did not see eye to eye, they had temperaments that would not be in 
the same room together and then when Feldenkrais didn’t go back to Alexander he 
went, I believe, to Carrington and got many lessons from Carrington 
(2002).
Through his studies and his experience Feldenkrais developed a philosophy of life and an 
educational method. According to O’Neill, an experienced teacher and Feldenkrais 
practitioner, ‘Feldenkrais was not looking for flexible bodies, but flexible minds.’ 
O’Neill, through her experience and practice maintains that ‘people who discover changes 
through Feldenkrais often find them resonating throughout their lives’ (2003). 
Feldenkrais was particularly interested in humans in relation to other animals: for 
example, the lack of basic instincts in humans and yet their enormous capacity for 
learning. He maintains that it isn’t what a person does that is important but how they do 
it:
Anything that you leam with difficulty, with pain, with strain is futile; you will 
never use it in your life. That is why people go to school and don’t remember a 
thing they have learned (Feldenkrais, 1984, p.25).
A recurring theme in different somatic practices, particularly in Feldenkrais and 
Alexander’s work, is the focus on the habitual use of the body. Feldenkrais fi’equently 
discusses habitual responses of individuals and the limiting effects that these may have on 
human potential. He views the human condition as incorporating three entities : the
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nervous system; the body, comprising the skeleton, viscera and the muscles and the 
environment including space, gravitation and society. He talks about the ‘functional 
correspondence’ between the core, which is the nervous system, and ‘the outside material 
world’ and he suggests that in order to make a change in any individual it is essential to 
address each of the above constituents (1964). He believed that people could replace 
habitual behaviour with a ‘highly articulated, freely determined, self aware, and 
spontaneous functioning’ (Murphy, 1992, p.393). His concern was that people stop 
learning as soon as they have developed enough skills to just get by and that this ‘limiting 
ability’ enables them to function within a minimal potential zone.
Feldenkrais’ belief in self-education was of the utmost importance and yet he also felt that 
it might be shaped too much by social norms. He suggests that education ‘provided by 
society...suppresses every non-conformist tendency through penalties of withdrawal of 
support and simultaneously imbues the individual with values which force him to 
overcome and discard spontaneous desires’ (1990, p.6). He realised that such educational 
and societal manipulation already prevented self-education and that the concepts of both 
society and community were measures by which people were coerced into compliance 
and uniformity. He was especially concerned by these normalising effects of society 
upon individuals manifested through modes of dress, language, patterns of behaviour and 
values. Furthermore he believed that even self-education steered individuals towards 
behaviour that was similar to and accepted by others (1990; Shusterman, 2000). He 
disliked the ‘blurring of identities’ which were the consequence of mass communication 
and he questioned the notion that the community was more important than the individuals 
within it (1990, p.5). Feldenkrais was greatly troubled by his belief that most adults lived 
behind a mask and he disliked the effects that the need to succeed had on most people. 
He maintained that there were three factors that affected each individual’s self-image, 
which in turn affects every thing else that person does. These factors were heritage, 
education and self-education with self-education being the area most open to individual 
control despite it being not entirely independent of external influence (1990).
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Education was the key factor in determining each individual’s language and Feldenkrais 
believed that it established ‘a pattern of concepts and reactions common to a specific 
society’. He didn’t see these concepts as ‘characteristic of mankind as a species but only 
of certain groups or individuals’ (1990, p.3). In other words he believed that it was 
environment that influenced the habits and characteristics of humankind and in that sense, 
it is suggested, his work may be linked with that of Michel Foucault. Foucault was 
deeply interested in the relationship between institutions and people and in particular the 
effects of power on people. However, he wanted to portray people as ‘vehicles of power, 
not its points of application’ and therefore benefiting from that power (1980a, p.98). 
Feldenkrais writes, seemingly regretfully, about the inevitability of falling into line with 
others and of doing what is expected within the cultural context of which we are a part 
even in relation to self-education:
The essential flaw in education as we know it today is that it is based on ancient 
and often primitive practices whose equalising purpose was neither conscious nor 
clear. This flaw has its advantage since, having no defined purpose other than to 
mould individuals who will not be social misfits, education does not always 
succeed entirely in suppressing self-education. Imposed education and individual 
propensities together set the trend for all our habitual behaviour and actions (1990, 
p.4).
It is suggested that Feldenkrais’ ideas have some common ground with Hanna who also 
feared the manipulation of society and he stated that:
conditioning is an engineering procedure that opposes the function of somatic learning 
by attempting to reduce the repertoire of voluntary consciousness. Conditioning 
neither requires focussing of awareness nor does it result in the learning of conscious 
somatic actions. Rather their aim is to create an automatic response that is outside the 
range of volition and consciousness (Hanna cited in Hanlon-Johnson, (ed) 1995, 
p.349).
Furthermore, some dance training may be seen as an example of such conditioning (Reed, 
1994). This is supported by a comment fi'om Jennifer Jackson, a teacher, choreographer 
&nd former dancer with the Royal Ballet Company. Jackson, speaking fi'om direct 
experience, points out that:
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in a big ballet company you are serving the art, you are serving the form and that’s 
a very interesting and wonderful thing to be doing. However it comes out of the 
training in which your feedback is most often from the outside of your body. The 
notion of working to how you are feeling, how you are experiencing your own 
body and its movement in this form, well there isn’t a lot of attention paid to that 
... in an old style of training (2010).
It is suggested that the play between the internal and external experiences is a constant 
theme in somatic practices and is central to the development of a dance-somatics. Claid 
also reflects on dance training and somatic education where ‘dancers leam each technique 
by embodying the external representation of the performed language’, which she refers to 
as ‘the mirror-reflected languages, working from the external images to the internal 
kinaesthetic’. She contrasts this to body-mind techniques which ‘focus on the internal 
anatomy of the body where there is no externally constructed performance form as such’ 
(2006, p. 80). Feldenkrais’ thoughts around the dualistic concepts of mind and body are 
prevalent throughout his work. In his paper delivered to the Copenhagen Congress of 
Functional Movement and Relaxation he suggests that the mind and body are certainly 
not separate entities but ‘an inseparable whole while functioning’ (1964). He asks the 
question ‘which comes first the motor pattern or the feeling?’ And suggests that without 
body awareness there is no feeling (1964). He believes that there are two routes to 
changing a person’s behaviour, through the psyche or through the soma. This statement 
may be seen to indicate a dualistic attitude until he qualifies it, saying that for real change 
to take place both the psyche and the soma need to ‘be changed simultaneously’, thereby 
suggesting a bodymind experience. Hence the movements developed through his methods 
of Awareness Through Movement (ATM) group classes and Functional Integration (FI) 
one-to-one work (1964, p.4). In ATM classes students lie on the floor and are guided by 
a teacher through the independent exploration of a series of movements. Shelagh 
O’Neill, a Feldenkrais practitioner based in Cornwall, says of the Feldenkrais Method 
that:
it is primarily about knowing what you do... learning how not to do the things 
which cause you problems. It is also useful as a way of maximising performance 
through learning to do things more efficiently. The 'knowing' is more than a
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conscious knowledge. It's a revitalisation of the ability we all use every day, of 
up-dating what we do according to the feedback we receive. When habit takes 
over, that ability gets put into the background, and updating gets weakened. With 
the awareness work in Feldenkrais the feedback becomes easy to follow and deal 
with -  spontaneously and unconsciously as well as consciously (2006).
Long suggests that the ‘moment between thought and action is a primary mechanism to 
promote learning in Feldenkrais Awareness Through Movement classes’ (2002, p. 17) 
which may point to a similarity with Alexander’s principle of inhibition. However it is 
suggested that consciously inhibiting the action is not something which is specifically 
linked to Feldenkrais’ work. Instead Long may be referring to those moments of rest 
between movements in an Awareness Through Movement class as that point where the 
bodymind has a chance to absorb the processes that have gone before. Long maintains 
that the Feldenkrais method ‘addresses the potential for people to increase self-awareness 
through self-observation of sensory-motor behaviour which can then act as a catalyst for 
the improvement of function’ (2002, p. 17). Phipps (et al) describes Feldenkrais as ‘a 
learning model that presumes that the patient (sic) will improve overall cognitive abilities 
and awareness leading to the learning of new movement patterns, thus allowing the 
person to develop more efficient comfortable movement’ (cited in Long, 2002).
Through his investigations into human nature and society Feldenkrais understood that 
self-help was the only way forward in improving one’s state of being. He therefore 
developed his method of self-help through his own need and realisation of the needs of 
others (1990). Elisabeth Beringer, an international Feldenkrais Teachers of twenty-five 
years standing, writes about her understanding and work around self-imaging prompted 
by Feldenkrais’ work and writings; Feldenkrais stated that ‘a man tends to regard his self 
image as something bestowed on him by nature, although it is, in fact, the result of his 
own experience’ (1990,p.6). Beringer views the self as process and Awareness Through 
Movement classes as an opportunity for students to ‘experience the plasticity of the self 
and she suggests that their reporting of their own self-image is one of the most important 
aspects of the work for her. In describing her work she explains how she came to realise 
the importance of what she has termed ‘selling’. That is, she sees self-image not as a
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thing which is fixed, and that we therefore act upon, but as a changing dynamic 
experience - ‘selfing’. According to Beringer, selfing is a ‘situational experience’ and 
‘process’, which therefore ‘affected but did not define our ongoing experience’ (2011, 
p.5). It is suggested that for dancers, in particular, work on the self-image as an ongoing 
process of development is especially important and useful within their dance education. 
In previous research, which looked at the relationship between the female dancer and 
eating disorders, a dancer’s self-image and esteem were seen to be of particular 
significance (Reed, 1994) and dance students were seen as being especially vulnerable to 
low self esteem (Buckroyd,1991, 2000; Orbach,1993; Vincent, 1989). It is suggested that 
Green’s work (1999a; 2000; 2002a) in dance higher education in the USA, in the area of 
social somatic theory, also has resonances with Beringer’s discussions in relation to 
‘selfing’ through Feldenkrais ATM classes. In Awareness Through Movement classes 
(ATM) participants are encouraged ‘to find a clear relationship between their awareness 
in movement and the relationship to function’ (Long, 2002, p. 19). ATM sessions are 
‘valuable in relation to their application to diverse and extremely personal ways of 
moving’ through giving participants the opportunity to change how they move (Goldfarb, 
1993). It can be seen that human movement patterns are highly significant in 
Feldenkrais’ work.
The following descriptions (Figures 1&2) are two examples of very different contexts for 
ATM classes taken by different teachers and with completely different groups of students. 
The descriptions are taken fi'om notes made at the end of the day of each of the ATM 
classes. As examples these are brief descriptions and do not include any observations 
which were a part of the discussion after the classes. It is my experience over a number of 
years that, in general, teachers do not encourage the writing down of information during 
ATM classes, preferring that the participants leam from doing and thereby absorb the 
learning through observation of themselves and others, thus allowing greater functional 
awareness. Figure 1 describes a class involving a small group of six-participants fi'om 
very different backgrounds. Some participants are relatively experienced in the 
Feldenkrais method and some are new to it. The workshop was led over three days by a
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very experienced international Feldenkrais practitioner and was developed through a 
number of connected classes which related to basic human movement developmental 
stages. The three-day workshop moved through the following sequence of activities. 
Beginning on the floor and working up to rolling on to one side then over on to the front 
of the body, up to sitting and back again, rocking on to all fours, crawling, standing and 
finally walking by the end of day three. Each day began with lying on the floor and 
scanning the body, becoming aware of any particular tensions, points of contact with the 
floor or any other moments of awareness relating to ourselves. Figure 2 presents an 
example of an ATM class during a four day-long residency, which was part of an ongoing 
research project on the relationship of the Feldenkrais method to dance making. The 
workshop was led by a qualified and experienced Feldenkrais practitioner. The group 
comprised fifteen experienced dancers and performers who did not necessarily have 
experience in the Feldenkrais method.
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Figure 1: A Feldenkrais Awareness Through Movement class: March 2010
Example 1
A Feldenkrais Awareness Through Movement class 
March 2010
Lie on the floor
Turn a little to the left side and to the right side 
Do you feel any difference in each leg in the contact with the floor?
Sense yourselves clearly
Pay attention to how you bring your leg to standing
Find the easiest way of bringing the leg to stand - for example out to the side 
like a fi-og
Press against the floor with your right foot
Put your left hand over your head and feel your shoulder blade on the floor 
Right leg standing 
Left arm up
Right hand on abdomen
Push with right foot and gently, slowly transfer weight on to the left side -  repeat 
several times
Roll back to the floor on the back 
Stand both feet and rest
In between tasks after working on one side, get up and take a walk. Notice how 
you feel and notice any differences
Lie down again and stand the other leg and repeat the same things on the other 
side
After walking again, discuss with a partner and then the whole group
Stop, explore and go slowly and pay attention to all the different aspects of what you are 
doing. Once the movements have been done on one side, the motor cortex has a picture of the 
movements therefore making the pattern much clearer when you already have it on one side. 
Thus the experience of the movements helps with the learning. We are playing with stability 
and instability, those same things that we played with when we were learning to roll over, sit, 
crawl, stand and walk for the very first time.
(Reed, 2010c)
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Example 2
Awareness Through Movement class 
London 2005
Lie on your back 
Check the body
Lift the shoulder several times - noticed range of movement and how far from the 
floor
Repeat on other shoulder 
Take arms out to the sides and try to lift shoulder
Reach out with hand - note what happens in the shoulders and the pelvis and legs 
Put arms over head and reach (palm up and down)
Put arms by the side of the body 
Put arms up towards the ceiling and reach 
Lie on side - bring legs bent on top of each other on 
Series of reaches with top knee forwards and backwards - arms out stretched 
Repeat other side 
Palms up and down alternately 
Rests in between 
Stand and walk 
Choreographic development
Take into moving on the feet - reaching using Laban principles of Icosahedron, A-
scale
Take into turning 
Holding the head 
One hand on side of face 
Hands rubbing head
Hands-on Functional Integration partner work
Partner 1 hes on her back 
Partner 2 sits behind her head
Slide hand under her shoulder & lift gently-repeat several times 
Repeat on other side
Take her hand and draw it across to opposite shoulder-elbow rests on the body 
Lift shoulder of same side and gently press the elbow towards opposite 
hip/centre/same side hip 
Release arm and shoulder and rest 
Repeat twice
Then take her hand and draw it up above the head extending the arm alongside the ear 
Gently pull on the arm to extend it and also push arm just above socket (use 
Feldenkrais handle-bold just above/below elbow)
Repeat twice
Go to her feet, with you standing, lift her leg and with her foot flexed push into the 
leg & hip socket-repeat 
Repeat all on other side 
She walks around 
Finish with discussion
Change to other partner and repeat the whole sequence
(Reed, S. 2005)
Figure 2: A Feldenkrais Awareness Through Movement Class: 2005
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The opportunity for change through the development of greater awareness and neuro­
muscular re-education through Feldenkrais’ Awareness Through Movement and 
Funcional Integration classes is highly significant. Thomas Kampe a performer, 
choreographer, director, teacher and Feldenkrais practitioner, discusses his work with the 
Feldenkrais Method as a resource for making dance. He probes the potential for 
‘Feldenkrais-based process to intervene with, or to enhance, choreographic processes with 
a specific focus on the re-working or extending of existing work’ (2010, p. 38). Kampe 
has long been working on somatic approaches to teaching movement to performers and to 
dance students in higher education and his project Weave: the Feldenkrais Method as 
Choreographic Process is ongoing. He cites a number of observations reported by the 
dancers involved in the project, such as the repeated use of restriction which was seen as 
a ‘tool to shine a light on your own habitual patterns....it invites us to find a way around 
restriction’. Another recurring theme was ‘cultivating an awareness of possibilities’ and 
developing ‘a practice for making choices’ (2010, p.48). It is argued that re-education 
through participation in the Feldenkrais method is therefore of particular use for dancers 
and choreographers, allowing the possibility of greater creativity and a more efficient use 
of the body. The choreographer, dancer and teacher Carol Brown discusses her own 
perception of Feldenkrais as connected to a certain playfulness: ‘it just gives me a lot of 
ideas about how you can make more inventive choreographies’ (2002).
It is suggested that the potential value of introducing practical experience in the 
Feldenkrais Method to dance students in higher education and training may be seen as 
multifarious. As described above, the benefits range from developing innovative 
movement to tackling physical problems, which may arise from habitual and ingrained 
dance practices learned before entry to higher education/training. The value of the 
Feldenkrais Method for students in the performing arts is also supported in a report, 
written by Kene Igweonu, on the Feldenkrais Method in Performer Training: 
Encouraging Curiosity and Experimentation (2010). Through his research Igweonu 
particularly emphasises the value of the Feldenkrais Method as a pedagogical tool, in
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higher education, for its ability to both challenge and complement ‘established methods 
of training’ (p.7). He refers to the usefulness of the method as an inquiiy based system of 
learning and unlearning movement habits’ (p.ll). In his project conclusion Igweonu 
states that ‘the Feldenkrais Method has much to offer performing arts students as a 
heightened psychophysical awareness and the ability to make intelligent movement 
choices and can contribute immensely to their potential to succeed as creative 
practitioners and performers’ (2010, p.30). Igweonu’s argument resonates with the 
discussion on somatics as critical pedagogy, explored in Chapter 8 of this thesis.
Caroline Scott, a dancer, teacher and trained Feldenkrais practitioner comments on the 
role of the Feldenkrais Method specifically in dance higher education and training 
suggesting that;
Attention Through Movement (ATM) offers dancers in training a unique 
opportunity to sense themselves and their individual habits and patterns in a subtle 
and powerful way. Small changes achieved through ATM can then have a big 
impact on technique with regards to aspects such as balance, stability, range of 
movement, comfort and ease. I believe these aspects can contribute significantly 
to technical training, injuiy prevention, rehabilitation, and to the general well 
being of the dancer. ATM offers dancers the opportunity to be their own teacher 
rather than constantly relying on outside feedback to know whether they are doing 
ok or not. Using their own sensory feedback as a guide to their own comfort and 
ease in dancing can be very empowering in a world in which dancers are often 
dictated to and told what is right and wrong for them (Scott cited in Igweonu, 
2010, p. 15).
Further, Caret Newell, Educational Director of the Feldenkrais International Training
Centre, writing about her own experience as a young dancer, particularly discusses her 
self-image:
Although I was athletic, well-co-ordinated and graceful, I had often felt clumsy in 
dance classes because I didn't know what I was doing and I hadn't been given the 
time, support and attention to leam. So I had developed a self-image of inability 
and the idea of developing any sort of inner authority had hardly been mentioned 
(1999, p.7).
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What she learnt from working with Moshe Feldenkrais was that ‘the self- image is so 
deeply ingrained in our brains and nervous systems that we are always acting 
unconsciously according to this image’ (1999, p.8). This resonates with Elisabeth 
Beringer’s work on selfing and the Feldenkrais Method, mentioned previously in this 
section and, it is suggested, highlights the particular value of the method in empowering 
young female dancers (2011). This benefit is further discussed in Chapter 8 of the thesis.
In this section a brief overview of the key principles and philosophy behind the work of 
Moshe Feldenkrais and the potential benefits to dance students, in higher education and 
training, have been presented. The following section examines the work of Elsa Gindler 
with reference to those who have developed her work in Sensory Awareness.
5.2.3 Sensory Awareness.
Elsa Gindler (1885-1961) and Charlotte Selver 1901 -  2003
Elsa Gindler was a movement pioneer who worked as a teacher of Harmonische 
Gymnastik in Berlin in the first half of the twentieth century. Harmonische Gymnastik 
was developed as the first physical education training available for women in Germany 
and was introduced by Bess Mensendieck and Hede Kallmeyer, with whom Gindler 
studied (Hanna, 1981). The work grew out of the ‘fertile ground of Germany’s reform 
movement of the late nineteenth and early twentieth centuries’ (Lowe & Laeng-Gilliatt, 
2007, p.2610). In a similar way that Alexander, Feldenkrais and Skinner had developed 
their practice, in response to a physical problem, so to did Gindler who used breathing 
techniques, posture and movement to deal with her suffering from tuberculosis.
Gindler’s work was simply about paying attention to ‘eating, standing, walking, speaking, 
lifting a stone’ (Hanlon-Johnson, 1995, p.3). Arguably similar to Feldenkrais, Gindler 
was interested in small everyday movements and the results that self-observation may 
have on an individual. In her article, reproduced in translation in Somatics Journal 1986-
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87, she talks about the need that people have for doing ‘everything in order to be finished 
with it’ (1986, p.36), which may be seen by some to be similar to Alexander’s 
endgaining. Gindler was primarily interested in how the body worked and she spent a 
great deal of time examining the workings of her own body in order to understand it 
(Allison, 1999). Her work was about the achievement of concentration and was based on 
awareness of the diaphragm, rib cage and stomach (in Hanlon-Johnson, 1995). Similar to 
Alexander she believed that kinaesthetic awareness could ‘facilitate motor, visceral, and 
other functioning’ (Murphy, 1992, p.406). Indeed it is a key feature of many somatic 
practices that the kinaesthetic or sensory feedback from the nervous system causes the 
muscular system to function more efficiently. Hanna calls this ‘the constant feedback 
loop that never ceases from birth until death’ (Murphy, 1992, p.406). Elsa Gindler’s 
followers, particularly Charlotte Selver, had influential and famous students for example 
Erich Fromm and Fritz Peris, who used Selver’s work in his Gestalt therapy.
Gindler paid particular attention to the sensation of tension and release and in that sense 
her work may be seen to have resonances with Joan Skinner’s, although the two women’s 
methods were very different. Gindler worked with the natural processes of the body and 
in particular with the pull of gravity. Similar to other bodywork pioneers she realised the 
important connections between her physical work and a release from mental anxiety. In 
1924 she met and began working with a young musician called Heinrich Jacoby who was 
interested in human potential. In working together they found in each other 
complementary aspects of their work:
In their classes students might consciously experience a state of balance that was 
not “physical” or “mental,” but both - not only new ways of moving, but new 
ways of seeing and hearing, of thinking and relating, of being creative in many 
ways (Allison, 1999, p.234).
Gindler said of her work that:
it is d ifficult for m e to speak about Gymnastik because the aim o f  m y work is not 
the learning o f  certain m ovem ents, but rather the achievem ent o f  concentration...
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We therefore advise our students from the veiy first lesson that our work must be 
pursued consciously; it can only be entered into and understood through 
consciousness (cited in Hanlon-Johnson, 1995).
Gindler was interested in the relationship of the neck to the rest of the body and the 
effects this had upon breathing in particular and the resulting change in energy when neck 
problems were resolved. She believed that in adults ‘the relationship between breathing 
and moving is disturbed’ and that to find ease in breath was not simple (in Hanlon- 
Johnson, 1995,p.8). This emphasis on natural, effortless breathing was, for Gindler, 
absolutely crucial in terms of enhanced human potential. Correct breathing, she 
maintained, would allow us to deal with life without huge effort and with greater 
efficiency (cited in Hanlon-Johnson, 1995).
Gindler’s working methods did not appear to include the formal writing down of specific 
classes, whereas Moshe Feldenkrais made a detailed record of his work before his death 
in order that his classes might be followed and used by those he had trained and for the 
future training of teachers (Reed, 2010c). However Gindler did keep extensive notes 
(Loukes, 2003) and says of her work that every course used different exercises ‘inventing 
new ones as we went along’ (cited in Hanlon-Johnson, 1995, p.8). The chance for 
experimentation and the absence of a right or wrong way in Gindler’s work are, arguably, 
values that are shared with Feldenkrais’ work in particular.
It is difficult to give an account of Gindler’s work when so little is written down and so 
few are now working directly with her ideas. Loukes says of Gindler’s work that it is ‘so 
simple that at first sight it could be seen to be nothing’ and she cites the ‘sparse lists of 
basic actions’ of both Selver’s and Schmale’s classes (2003, p. 150). Loukes’ work on 
Gindler has led her to collaborate with the choreographer Eva Schmale over a number of 
years. Schmale’s teaching and choreography is based directly on the work of Elsa 
Gindler and she has led several residencies at the University of Exeter. The following 
notes, in the form of informal journal entries, were taken by the researcher during 
attendance at Eva Schmale’s six-day residency at Exeter University in January 2007. The
111
notes below give an example of the Gindler approach and sparse style that Loukes 
describes and the legacy of Gindler’s work through Schmale’s teaching. The notes are 
mainly taken from the second day of the course and provide a good indication of the types 
of activities and the manner in which Eva Schmale teaches. Eva’s pedagogical style 
meant that we worked very deeply; she often used her hands to assist us (not corrections) 
to bring awareness to what we were doing and how we were doing it. Observation of 
ourselves and others played a big part in the workshops as well as talking and sharing our 
observations in pairs and the whole group. Writing observations down was another 
important part of the work and she encouraged detailed observation and feedback.
In addition the following excerpt from the journal summarises the key observations from 
the workshops over the six-day duration of the residency.
Key things observed about Gindler based work through this workshop
1. Importance of use of breath
2. Importance of release of tension
3. Self observation and observation of others is key
4. Passive stretching of the spine
5. Alignment of the spine and pelvis
6. Efficient movement - therefore using less energy
7. Importance of hands on and partner work -  tapping and stroking the body
8. Re-patteming — through crawling forward and backwards, walking forward 
and backward
9. Importance of releasing tension
10. Role of writing and sharing
(Reed, 2007)
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Figure 3: Eva Schmale Residency 
January 2”^
This was the first day and my notes are very brief but I recorded some of the tasks we performed. 
Floor work
In partners -  one partner lying on the floor on her fi-ont the other patting, stroking and stretching her 
partner
Crawling then walking 
Change over repeat
Balancing on small balance boards, stools and small benches 
January 3’’''
Eva spoke of the breath and not forcing it in and out 
No noise to the breathing
We lie on our backs and let the breath come and go 
My observations 
A sense of deep relaxation 
Staying consciously aware
Sounds outside -  traffic and inside -  hiss of the heating 
Release tension in the jaw 
Hands on Partner work
I lie on my fi-ont and I find having my head on one side rather uncomfortable -  this may be due to 
tension in the neck and shoulders
My partner lays her flat hand on my sacrum -  very little weight in the hand -  and stretched the skin 
over the sacrum
I hold onto my breath - a tension thing - and gradually let go and feel the pelvis release 
I stretch in between
I do the same for my partner and I am not sure that I understand what I am doing
The touch is very light and I sense her breath which is shallow and very light
I take my hand in and out of her body and her breath becomes even shallower and more relaxed
I notice that I stretch a lot, it is another tension thing and I need to release and relax
Eva suggests that ‘we interfere the whole time when we don’t observe’ I think what she is meaning
is paying attention -  through awareness
Tiny observations deepen our awareness
I realise that I often feel cold in my lower back and wonder if this is because of my tense breathing 
which doesn’t allow the breath to really infiltrate my body. But I feel great warmth in that area when 
my partner puts her hands there 
There is no right way
Later we work on crawling and standing. Walking and crawling — this has resonances with work that 
I have done in Bartenieff Fundamentals and also Feldenkrais. How to get to these things is done 
differently in each of the somatic practices. The different approaches are subtle in some cases but the 
attention to awareness is important in all of them. Breath seems to be key to Gindler’s work as 
delivered by Schmale. All the work is done very slowly with the concentration on not holding but 
sensing. I have a tendency to hold my head and it is hard to let go of my dancing habits.
Finished with rolling down and up keeping the weight forward.
The work is about less weight and tension — we create a sense of weight when we hold tension. This 
work could really m ake a difference to performance quality through giving a different way of 
moving a different dancing body.
Eva says ‘we need to experience extremes of movement’
(Reed, S. 2007)
113
Gindler believed in a balance of increasing and diminishing energies in response to 
release and tension. It was evident from the residency with Eva Schmale that the release 
of tension, particularly through stretching and yawning, was an important part of the 
processes of this practice. Partner hands-on work was also key to each day’s practice. 
Gindler’s sense of the importance of the inner/outer relationship of each individual was, 
as with most of the bodywork pioneers, highly developed and this quote from her article 
sums up the simplicity of her work in relation to the bodymind connections:
Generally speaking, in all of this, the most essential things we have to keep in 
mind are: that any correction made from without is of little value, and that each of 
us must try to gain understanding for the special nature of our own constitution in 
order to leam how to take care of ourselves (cited in Hanlon-Johnson, 1995).
In the workshops with Eva Schmale, described above, there seemed to be a deep 
connection to the senses through the, often, playful exploration of very simple movements 
and sensitive hands-on partner work. The workshops with Schmale brought Gindler’s 
work to life and contextualised sensory awareness as the legacy of her life and work 
through Charlotte Selver and her students. Through her work Gindler came to the same 
conclusion that other somatic practitioners had come to, for example Alexander and 
Jacobson, that ‘kinaesthetic awareness can facilitate motor, visceral, and other 
functioning’ (Murphy, 1992, p.406). It is suggested that working with specific somatic 
practices emphasises the depth of sensory attentiveness necessary for feedback to occur. 
Such feedback therefore enhances the effects and consequently an individual is 
predisposed to a greater awareness and so the loop continues (Hanlon-Johnson, 1995).
Gindler was not interested in formalising her work as such and refused even to name it, 
however she is believed to have had a profound influence on some of those somatic 
practices known today (Lowe & Laeng-Gilliatt, 2007). Her students, Charlotte Selver 
and Carola Speads, in particular, continued to develop Gindler s work through the
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twentieth century. Selver named her work Sensory Awareness and Speads used the name 
Physical Re-education (Hanlon-Johnson, 1995; Loukes, 2010). Selver was significant in 
developing Gindler’s work from 1938 after she emigrated to the USA from Germany, and 
she always fully acknowledged Gindler as the originator of her own approach. However 
Selver was never completely happy with her work being known as Sensory Awareness, 
believing that it did not fully express the nature of the work, which she described as 
‘more than only the senses’ (Lowe & Laeng-Gilliatt, 2007, p. xiv). Selver was always 
very generous in her acknowledgements of Elsa Gindler and, in particular, she spoke of 
the importance of Gindler’s commitment to the development of human potential for 
everyone (Schick, 1987). Many of Selver’s students came from a background of 
psychoanalysis and she was very aware of her responsibility as a teacher to differentiate 
clearly between sensation and emotion. Her work allowed her students to leam, through 
discovering the answers to their own questions, for themselves and to leam to tmst 
themselves (Schick, 1987). Loukes says of Selver that she was ‘one of the first 
psychophysical awareness practitioners to lead workshops at the Esalen Institute, 
Califomia in 1963, where an interest developed in the use of somatics with theatre 
practices (2010, p.78).
It is suggested that the legacy of Gindler’s sensory awareness can be seen in the work of 
many teachers of somatic-based and dance-somatic practices today and therefore, 
arguably, is widely available to dance students in higher education through those that 
Gindler influenced. Loukes points out that these practitioners ‘developed their own 
practice in relation to performance’ and, ‘it is possible that because of the “radical 
simplicity” of her work, Gindler’s experiments have evolved into other techniques 
without people knowing the origin’ (2006a, p.397).
Sensory awareness w ork can be used with dance students, in a higher education and 
training context, to w ork alone but also collaboratively with each other in pairs, in 
experimental and im provisational w ays giving rise to the creative developm ent o f  ideas. 
Observation and peer feedback is a useful leam ing tool, developed and used through
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sensory awareness work, and was an important part of Gindler’s teaching. This can be 
seen through the workshop descriptions given above and through Loukes’ writings on 
Gindler’s working processes, for example:
She describes the importance of allowing a process of independent research and 
discovery, rather than externally imposing on a student what might be perceived to 
be correct. Using the example of work on the shoulder girdle, Gindler relates how a 
class, at that time, would begin with an examination of the form and usage of the 
shoulder girdle, first looking at a skeleton and then comparing that to the 
functioning and experience of the students. They started often by working 
blindfolded so that “each person tries, by himself, to determine from where the 
holding of a wrong position originates” and then “what hinders the shoulder girdle”. 
What is important to note is that each person would be working in their own way, 
“with a pervading concentration and quiet that would be envied in many lecture 
halls” (sic) (Loukes, 2006a, p.391).
Through sensory awareness work a student can leam experientially, and in a playful 
manner, developing the ability to sense and become more in tune with the use of breath 
and developing the ability to concentrate; all of which are essentially important 
components of the work. In particular sensory awareness work allows dance students to 
discover the sensations of tension and release and the development of kinaesthetic 
awareness through simple movements.
Charles Brooks points out that ‘the term sensory awareness has become widely 
used.. .often with little knowledge either of its significance or of its origin’ (1974, p. 229). 
However Gindler’s work continues to be transmitted through practitioners such as 
Rebecca Loukes who is a performer, writer, teacher and fourth generation student of 
Gindler’s work and Eva Schmale a choreographer, teacher and third generation Gindler 
student (Loukes, 2003), thereby continuing the work of Charlotte Selver and the legacy of 
Elsa Gindler.
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5.2.4 Joan Skinner
Joan Skinner began developing her Skinner Releasing Technique (SRT) in the early 
1960s after she had been a dancer with Martha Graham and Merce Cunningham in the 
late 1940s and early 1950s. As with a number of the other somatic pioneers Skinner 
suffered an injury and consequently consulted an Alexander teacher to help her deal with 
it (Allison, 1999). There were at the time only three Alexander teachers in the USA and 
Alexander’s work became a key influence for Skinner (Skura, 1990). This experience 
was the main impetus in the development of her own work on which she initially spent 
three intensive years working alone. The principles of the Alexander technique became 
the starting point for Skinner’s work and, as she says, ‘the initial images I gave were just 
tools for getting at the Alexander principles’ (Skura, 1990). It was in 1966 that Skinner 
went to the University of Illinois to teach modem dance to students and she started to 
apply her work to her teaching, which then became the foundation for her releasing 
technique. (Allison, 1999). It is interesting to note that the name Skinner Releasing 
Technique came about because of Skinner’s desire to preserve her work under her own 
surname. At the time she saw this as necessary due to the term ‘release’ becoming very 
popular ‘in diverse approaches to dance training’. In attaching her name in this way 
Skinner was thus able to preserve the identity of her work ‘and to give its unique 
emphasis a recognizable name’ (Skura, 1990, p.ll). SRT classes use specific, 
progressive tasks involving use of imagery set within a clear pedagogical framework. As 
in a number of other somatic practices reflective writing is an important part of SRT 
classes. However Rebecca Skelton, whilst acknowledging SRTs ‘similarities in outlook 
and philosophical underpinnings’ with other somatic practices, points to the uniqueness of 
Skinner’s class stmcture and use of poetic images as defining the practice (Skelton, 2002, 
p.2). Skelton, a trained Skinner Releasing Technique teacher, suggests that like other 
somatic practices the role of the SRT teacher is as a facilitator who uses her voice to 
®^§age students in specific tasks. She maintains that through SRT the student leams to 
let go of preconceived notions of ways to move, trusting in this process which can be 
playful’ (2002, p.l). Skinner Releasing Technique may be said to share with Alexander,
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Feldenkrais and Gindler’s work an outcome of increased efficiency thereby releasing 
greater energy and resources to draw from (Alexander, K. 2003).
The principles behind SRT are aimed at releasing blocks of tension, which often lie 
beneath the training of professional dancers. The inclusion of SRT within the dance 
higher education curriculum, it is argued, may prevent such tension from developing 
during a student’s training. In SRT tension is released through ’image-guided floor 
work’. Tactile exercises are used to give the imagery immediate kinaesthetic effect and 
spontaneous movement is frequently evoked by imagery and movement studies (Allison, 
1999). The work promotes a way of moving which uses little effort whilst integrating and 
aligning the whole self. Skura is not alone in pointing out the integration of technique 
with creative process in SRT (Alexander, 2003; Skelton, 2002; Skura, 1990) and she 
suggests that it ‘taps into the flow of ideas, and that’s true of almost no other dance 
training that I have experienced’ (1990, p.ll). Kirsty Alexander says of her own initial 
experience of Skinner Releasing Technique that ‘I don’t think I really engaged with the 
kinaesthetic experience of dancing until I came across Joan Skinner’s work (1999, p.8). 
This integration with the creative process works particularly well in SRT because of the 
use of imagery and the structure of the classes. Each class includes three phases of 
‘tactile studies, floor work with guided imagery and group movement studies’ (Allison, 
1999), thereby, it is suggested, allowing students particularly to develop the dance within 
their movements. Skinner talks of the use of imagery in her work as taking a ‘poetic 
form’ which she refers to as ‘image clusters’ and she likens them to haiku because 
’they’re brief and, hopefully, they send out some kind of resonance or reverberations . 
She explains the development of the poetics in her work as being due to her complete 
‘orientation’ to dance (Skura, 1990, p.l 1). An example of the use of images in a Skinner 
class is given below.
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Figure 4: Skinner Releasing Class
In class two, students are presented with imagining their ‘breath 
transforming into a white mist’. It is then suggested that perhaps ‘we can 
allow our mind to soften so that we can blend with the image. Perhaps we 
can see in our mind’s eye and feel kinaesthetically the breath as white mist 
travelling along our bones... perhaps travelling along the spine, curling 
around each vertebra... trailing over the ribs... spiralling out through our 
limbs, and as we blend with the image of white mist perhaps it can move 
us a little or not.’ What lies beneath this image is the suggestion that the 
breath can move the dancer as they lengthen, spiral and expand. In class 
six, a playful image of the ‘bones loosening and dangling’ is presented. 
The dancer is invited to imagine that their ‘long, curving ribs, each rib, can 
loosen a little and dangle. All the vertebrae of the spine, each one, 
loosening and dangling... the long bones of the limbs can perhaps loosen a 
little and dangle like wind chimes,’ This then becomes a dance of the loose 
bones. These images aid the dancer with not thinking about how to move 
because they are involved in the practice of aligning themselves with the 
image. It is the moment between imagining and becoming aware of the 
breath as white mist or bones as loosening and dangling that the process of 
letting go or releasing occurs and a somatic learning experience happens
(Emslie, 2010,p.l72)
Skinner talks of the importance of ‘letting go’ and how all of her teaching is related to 
this concept (Skura, 1990, p. 12). The class example above, where Emslie speaks of the 
‘moment between imagining and becoming aware’, may be seen as just one example of 
the Alexander influence. In other words it is suggested that this may be similar to the 
moment of inhibition which precedes the moment of change or, as Emslie puts it in the 
context of an SRT class, ‘the moment when the somatic experience happens’ (2010, 
p. 172). Furthermore this moment of change also resonates with Gindler s work as 
described by Loukes:
What tiny changes, for instance can I notice in the space between the mhalation 
and the exhalation of breath? Where can I feel the sensation of this moment in my 
body, and how is it affected by different movement? How too does the breath 
affect the movement? (2007, p.7).
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Skinner speaks of her perception of the human animal as a ‘ psycho-physical system of 
energies’ and her work as dealing with ‘multi-directional balancing’ (Skura, 1990, p. 13). 
It is suggested that this may also be reminiscent of Cathy Madden’s approach to teaching 
Alexander; for example, walking as falling and the play between dynamic and static 
balance, as previously described. In relation to the outcomes of participation in SRT 
classes there may be seen to be many other resonances with the practices already 
described. For example: in relation to Beringer’s discussions around the self as process, 
Skinner also refers to her work as process through ‘planting something that is ongoing’ 
and affecting the lives of her students (Skura, 1990). Although there may be seen to be a 
number of common key concepts between somatic practices, as is emphasised by those 
Skinner Releasing teachers already mentioned and other somatic practitioners referenced 
within this chapter, the approaches and processes devised by each individual pioneer are 
entirely specific to their own individual practices. As can be seen from Emslie’s example 
above, the approach used through Skinner Releasing Technique is quite different, 
normally, from a Feldenkrais Awareness-Through-Movement class or an Alexander 
Technique one-to-one teacher/student session. However, despite these differences in 
approach, the outcome of all of these practices, it is argued, is to improve a student’s 
general well being. As Kirsty Alexander points, out in relation to Skinner Releasing 
Technique, it is ‘a pedagogy totally evolved from her (Joan Skinner’s) observation of a 
kinaesthetic experience’ and is recognised as such (2010).
Release however, as opposed to Skinner Releasing Technique, is not included as one of 
the somatic practices analysed in this research project. Its exclusion is defended on the 
grounds that it is does not appear to have a specific identifiable practice associated with it, 
unlike, for example, Alexander Technique, the Feldenkrais Method or Skinner Releasing 
Technique. In addition all of the practices selected for the analysis have been established 
by specific practitioners who are pioneers of the named practices. Furthermore, it has not 
been established through the research for this project that there is any specific training for 
teachers of release. However this is not to say that there is no value in working with 
teachers who refer to their practice as release-based, many of whom are highly skilled
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dance practitioners. Carol Brown, teacher, dancer and choreographer, remembers her 
arrival in the UK from New Zealand:
When I first came to England in the mid 80s there was a radical shift for me from 
these veiy energetic dance classes which were very much about striving to achieve 
a certain level and a certain look of the performing self. I guess release technique 
became the currency or the current form of contemporary dance classes and 
everyone was teaching release technique but nobody really knew what it was 
(2002).
Interestingly this is similar to a comment made by Kirsty Alexander in an interview in 
2010 and cited in Chapter 4 of this thesis.
The benefits of participating in, and learning through, Skinner Releasing Technique are 
largely indicated through the narrative given above. To summarise, the principles of SRT 
relate to the release of tension, greater efficiency of movement and, therefore, less effort 
expelled. If the body is not unduly stressed and pushed to the limits, as may be the case 
in some dance practices, it is less likely that dance students will become injured. Within 
dance higher education SRT can provide a safe alternative and/or supplementary 
technique within a dance student’s repertoire. SRT also develops a dancer’s kinaesthetic 
awareness and creativity, most uniquely through specific guided imagery, as shown in the 
example in Figure 4 above. Kirsty Alexander points out that, ‘Skinner Releasing 
Technique forms a highly organised pedagogy. The primary function of the pedagogy is 
not choreographic or therapeutic but, since it deals with integration, its effect can be 
nourishing on many levels’ (1999, p.9). It is argued that participation in SRT can offer a 
dancer the opportunity to fully explore her own personal movement range and ability 
within a very different pedagogical process to those processes normally used in more 
traditional and didactic dance teaching and learning contexts; for example, in the teaching 
of ballet or Cunningham technique. However a balance between somatic-based practices 
and codified techniques within dance higher education, when sensitively taught by well- 
informed teachers, may provide the best opportunity of all for a safe and broad training.
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Joan Skinner’s work has continued to be developed by those who have been trained 
through the Skinner Releasing Institute. However it is suggested that all practices, 
whether dance or somatics, continue to develop, to a certain extent, in relation to teacher 
training programmes, the numbers of teachers trained and the applications of those 
practices.
As shown within this chapter, Elsa Gindler’s work has been developed in various ways by 
those who worked closely with her such as Selver and then Summers (Loukes, 2010) and, 
within a contemporary performance context, through the work of practitioners such as 
Loukes and Schmale. Alexander’s work is developed through different applications and 
contexts: for example, from the more usual one-to-one hands-on work to the work of 
teachers such as Cathy Madden at the University of Washington, Professional Actor 
Training Programme and Lucia Walker, both of whom work one-to-one and in group 
classes with performers. In addition Jayne Stevens introduced the Alexander Technique, 
in the 1980s, within the dance programme at, what is now. De Montfort University. 
Moshe Feldenkrais’ work has been taught by those who learned directly from him such as 
Caret Newell, who ran the first UK Feldenkrais teacher-training programme and 
Elizabeth Beringer. Furthermore, Richard Cave, through his work at Royal Holloway 
University in London, is recognised as being probably the first person to introduce the 
Feldenkrais method within a higher education degree programme in physical theatre 
(Igweona, 2010). Thomas Kampe has also been teaching Feldenkrais alongside dance- 
making since the late 1980s at Chichester University (then Bishop Otter College) within 
the department of dance. Latterly he has taught at London Metropolitan University 
interweaving Feldenkrais practice and dance-making with undergraduate dance students 
as well as running dance-making projects such as Body-Soma-Self (2005) and Weave 
(2009).
5.3 Summary
Chapter 5 has introduced the work of four seminal practitioners who have been 
sigmficant in both the development of the field of somatics and, it is argued, the newer
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field of dance-somatics. All of the practices described above have very specific ways of 
working with clear differences between them in both the practices and the teaching 
approaches used, although they may also share some key concepts. The following 
chapter presents an analysis of the data and range of selected somatic practices, including 
those discussed in Chapter 5, most often used by dancers. Wittgenstein’s family 
resemblance theory is used for the analysis through a model adapted from Kemp as 
outlined in the methodology in Chapter 2.
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Chapter 6 
Analysis of data and the application of family resemblance theory to selected 
somatic practices
6.1 Introduction
Somatics has been tentatively identified in Chapter 1 through Hanna’s definition as 
‘the field which studies the soma: namely the body as perceived from within by first 
person perception’ (Hanna, 1986, p.4). Through the presentation and analysis of data 
this chapter continues to explore and investigate how somatics might be characterised 
particularly in its relationship to dance. It opens the discussion to include the data 
collected on dance higher education courses in the UK and further critiques the term 
somatics and Hanna’s description which is expanded below as:
the art and science of the inner relational process between awareness, 
biological function, and environment, all three factors being understood as a 
synergetic whole (Hanna, 1983, p.l).
In Chapter 2 an introduction to Wittgenstein’s Family Resemblance Theory has been 
outlined alongside an explanation of Kemp’s use of the theory for his own work. An 
analysis of selected practices draws on Wittgenstein’s Family Resemblance Theory 
and adapts Kemp’s use of the theory as a model for the analysis of somatic practices. 
The rationale for the selection of practices and the subsequent process of analysis is 
explained.
6.2 Methodology and rationale for the selection of practices
6.2.1 Fieldwork
The practices selected have been identified through the fieldwork including 
interviews, surveys and the literature. The fieldwork includes a 1998 survey of dance 
higher education providers (Reed, 1998) conducted some years ago as part of research 
on dance curricula in post-16 institutions (Table 5). The 1998 survey serves as a
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point of reference in relation to two further surveys, 2006 and 2010, cited in this 
chapter.
Table 5
1998 Postal Survey of Dance HE Providers
Anatomy/physiology 15
Pilâtes 7
Nutrition 6
Alexander technique 6
Body awareness 4
Injury 4
prevention/treatment 
Ideokinesis 2
Sports psychology 2
Sports physiology 2
Feldenkrais 2
Tai chi 2
Somatic education 1
Bartenieff Fundamentals 1
Body Mind Centering 1
(Reed, 1998)
The results of the 1998 survey (Table 5) illustrate curricula content relating to a broad 
area of a dancer’s education in bodywork, fitness and health in 1998. Letters were
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sent out to all UK institutions that included dance at post sixteen level within an 
assessed programme of study. The number of institutions contacted was one hundred 
and twenty nine in total. The letter had a broad remit asking for details of any 
programmes that included anatomy, physiology, bodywork practices, fitness training 
etcetera, at this point the word somatics was not used. Forty-five of those targeted 
were providers of dance degree programmes, sixty-seven were colleges of further 
education, providing mainly BTEC and A level dance courses, and seventeen were 
vocational schools, some of which also offered degree programmes.
The overall response rate to the letters was 41% comprising twenty-five responses 
from higher education institutions, nineteen from further education colleges and nine 
from vocational schools. Out of the total of twenty five dance degree providers 
eighteen sent positive responses, that is they sent information about the courses they 
offered, of these sixteen indicated that some of the areas of interest were taught and 
their documents included some details. Out of these sixteen replies the areas of 
content relevant to this research were identified as indicated in Table 5 above. Within 
these programmes very few of the providers offered any of the specified curriculum 
areas throughout the duration of a three-year dance degree programme, as would be 
expected with the areas of dance technique or choreography. Most of the areas 
indicated were limited to one module or even several sessions, as part of a module, 
within just one year of a programme. Three programme providers only offered one or 
more somatic practices throughout the degree programme consistently and with fully 
qualified practitioners teaching these. It is suggested, from looking at the data, that 
very little time within a three or four-year degree was given to somatic practices of 
any kind. This initial data collection, relating to the list of curriculum areas identified, 
suggests that the most likely area to be taught was either anatomy or physiology or 
both and usually taught within a theoretical, not a practical (somatic), model.
Green comments on the connection with dance science in undergraduate dance 
curricula in the USA suggesting that ‘up until now somatics has often been grouped 
along with the ‘dance sciences’. Further, course work required or offered at many 
niajor university and college dance programs is often envisioned around somatic study 
as an adjunct to the study of anatomy and kinesiology’ (2002a, p.213). The data from
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a further desktop survey of dance higher education providers presented in Table 6, 
overleaf, (Reed, 2006) shows that this has also been the case in the UK where somatic 
practices have not been central to the dance curriculum within most institutions 
offering dance higher education courses.
Table 6
Desktop Survey of UK Dance Higher Education Providers 2006
University/Higher Education Institution Reference to Somatics
1 Bath Spa University No reference
2 University of Brighton No reference
3 University of Central Lancashire Authentic Movement
4 Chester University No reference
5 University of Chichester Alexander Technique
6 Coventry University Release Based/Somatics
7 Cumbria Institute of Arts No reference
8 Dartington College of Arts Release Based/Somatics
9 University of Derby Healing Arts/Mindfulness
10 De Montfort University Alexander Technique
11 Doncaster College No reference
12 University of East London No reference
13 Edge Hill University No reference
14 University of Greenwich No reference
15 Grimsby College No reference
16 University of Hertfordshire No reference
17 Trinity Laban Fundamental Skills
18 University of Leeds No reference
19 Liverpool Hope University Dance & Health
20 Liverpool Institute of Performing Arts No reference
21 Manchester Metropolitan University Experiential Anatomy
22 Middlesex University SRT/Alexander/Tai Chi
23 Northampton University Release Based
24 Northern School of Contemporary Dance Release Based
25 Northumbria University Anatomy/Physiology
26 University of Plymouth No reference
27 Roehampton University No reference
28 Royal Academy of Dance Dancers’ Health/Pilates
29 University of Salford No reference
30 University of Sunderland No reference
31 University of Surrey Release Based
32 University of Ulster No reference
33 University of Wales Anatomy/Physiology
34 University of Winchester Anatomy/Physiology
35 Wolverhampton University No reference
36 York St John No reference
Reed, (2006)
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The data for Table 6 was collected through a desktop survey of the websites of thirty- 
six higher education institutions (HEIs) offering dance pre-degree and/or dance 
undergraduate courses. The selection of HEIs was made through reference to the 
UCAS website in March 2006. The survey relies on the information provided by 
individual HEIs on their specific dance courses and the terminology used to describe 
course content. The limitations of this methodology have to be recognised and taken 
into consideration, which are that is it is not possible to know the full extent of dance 
course content from a brief description on a website. However it is, and should be, 
possible to discern the general focus of a course by the descriptions of content 
presented. The previous survey used a different methodology of contacting dance 
departments directly to obtain the information asked for with some similar results as 
shown in Table 7, (Reed, 2011) overleaf.
It is interesting to note that from the results of the 2006 survey (Table 6) that there 
seems to have been little development in somatic practices offered over a period of 
eight years, as can be seen in the Table 7 comparison, and if anything, there appears to 
have been a decline. The number of positive responses to the 1998 survey was 18 
compared to the positives (that is showing details of bodywork/somatics) for the 2006 
survey which was 17. What may be seen as significant is that there are far fewer 
mentions of anatomy and physiology within course content possibly indicating that 
these areas are no longer taught discretely but are, it is suggested, perhaps taught 
through a range of other methodologies such as somatics although not indicated as 
such within published course content.
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Table 7
Comparison Of Data From 1998 & 2006 Surveys 
Practice 1998 2006
Anatomy/physiology 15 4
Pilâtes 7 1
Nutrition 6 N/A
Alexander technique 6 5
Body awareness 4 N/A
Injury 4 N/A
prevention/treatment
Ideokinesis 2 0
Sports psychology 2 N/A
Sports physiology 2 N/A
Feldenkrais 2 1
Tai chi 2 1
Somatic 1 1
education/mindfulness
Bartenieff Fundamentals 1 0
Body Mind Centering 1 1
(Reed, 2011)
A final survey was carried out by email in summer 2010 through a brief questionnaire 
distributed to members of the Standing Conference on Dance Higher Education 
(SCODHE) list of one hundred and forty eight recipients through the jiscmail server
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(jiscmail). The return date was for September 2010 and a follow up reminder was 
sent out in November 2010. The questions asked were:
1 Are any somatic practices taught within a dance undergraduate and/or
postgraduate course at your university/college?
2 If somatic practices are taught please indicate:
a. Which practice(s) is/are taught?
b. By whom is the practice taught (i.e. a teacher qualified in a specific 
somatic practice, a dance trained teacher with experience in a specific 
practice/other)?
c. How often is the practice taught/ how much curriculum time is given to 
the teaching of a somatic practice in years 1-3 undergraduate and/or 
postgraduate level?
d. Please include any other information about the teaching of somatic 
practices (or decision not to teach somatic practices) within your dance 
degree courses.
(Reed, 2010)
The results of the survey were largely inconclusive, quantitatively, due to the poor 
return rate of only six replies out of the one hundred and forty eight recipients. 
However all six respondents were involved in running well known and long standing 
UK dance undergraduate programmes and they provided some qualitative information 
that has been useful in adding to the overall picture and description of the UK dance 
higher education context. Alongside individual one-to-one interviews undertaken 
with dance teacher-practitioners during the summer of 2010, the feedback from the 
2010 survey, though small, added to other qualitative data which is helpful within the 
methodology of this research project. An example from the 2010 survey is one 
respondent who wrote two pages giving details from the past and current BA dance 
programme of the university department where she taught. This particular department 
has been well established since the 1980s and the BA programme has included 
different somatic practices over a period of around fifteen years up until the current 
time (2010). In this particular institution practices taught in the past included 
Feldenkrais, Body-Mind-Centering, Bartenieff Fundamentals, Skinner Releasing 
Technique and Pilâtes as well as experiential anatomy. The respondent points out that 
‘a dance science approach has now replaced a somatic one’ and she states that ‘in 
general I think the feeling is that a more mature student benefits from somatic practice
130
and that often first year students ‘just wana’ dance’ (Anonymous, (b). 2010). Another 
respondent wrote:
There is a slow process of recognition of the place and value of somatics based 
work within the dance programmes at the university. ‘Release’ is currently 
taught alongside Humphrey, Graham and Cunningham techniques, as another 
modem dance ‘technique’ rather than a somatic practice. Influence of somatics 
and the style of somatics taught is very much down to the current release 
teacher, rather than a conscious inclusion in the dance programmes of somatic 
study per se. Its popularity and influence amongst both students and staff is 
growing though and the relevance of somatic practice to ‘other techniques’ 
being acknowledged (Anonymous, (c), 2010).
A further respondent points out that there is one class of Feldenkrais offered within 
the context of movement analysis as part of a research methods course for first year 
undergraduates. Within the same institution ‘contemporary and ballet teachers share 
an interest in somatic approaches to technique learning and integrate these into their 
lessons’ (Anonymous, (d). 2010). A less well-established course shows a demise not 
only in the somatics content offered but also the undergraduate course itself:
Here we have always regarded the development of somatic awareness and 
experience of somatic practices as a key ingredient of the Dance Choreography 
degree. The university has discontinued the programme so we are not taking 
any first year students this year. In the past, first years completed a module in 
Fundamentals of Movement. The module content focused on either Pilâtes or 
Body Mind Centering depending on who was teaching it. Students have also 
studied LMA, Bartenieff Fundamentals, Feldenkrais Method and Yoga at 
various times either as part of technique classes, choreography or 
complementary studies modules. Improvisation, Contact Improvisation and 
release-based technique classes have been offered with an emphasis on 
developing somatic awareness. Apart from one Yoga teacher, I believe all 
these somatic practices have been taught by people whose main area of 
expertise is dance but also hold qualification and/or have substantial 
experience in the specific somatic practice (Anonymous (e), 2010).
What can be seen from the responses to the surveys is that the embedding of somatics 
within dance degrees in the UK is still very disparate despite the apparent new surge 
of interest amongst dance academics and pedagogues, as indicated in Chapters 1 and 2 
of the thesis. It could be argued that somatics often only exists and survives within a 
dance programme through the specific interest of a committed member or members of
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staff. For example Gill Clarke, discusses changes that she was making in the BA 
dance degree at the Laban Centre London in 2002:
In the revised BA course, which we are only starting this year, we have five 
weeks called Fundamental Skills (which) is almost like a mini foundation 
course. We gave them (the students) to begin with three hours a day of what 
we call experiential anatomy into contemporary technique (Clarke, 2002).
Clarke has long been highly committed to the inclusion of somatics within dance 
education and training and has written and taught extensively in the area over many 
years, since being part of the Siobhan Davies Dance Company in the 1980s. When 
asked about her initial dance training, Clarke admitted that she had:
never thought about the inside and the structure of the body at all. I used to go 
to performances at X6 and places like that and I’d go to see improvisation and 
think there are qualities here that we ‘technical people’ haven’t got a grasp on 
and yet there is an articulation that we have that these people (X6) have no 
interest in and it seemed to me that the exciting place was somewhere in the 
middle and somehow those things should draw on each other; there were 
layers of knowledge that were important for a dancer. So, really the door 
opened for me when I started working for Sue Davies (2002).
Kirsty Alexander pays tribute to Clarke’s contribution to the development of dance- 
somatics in the UK:
I think that Gill Clarke probably is a bit of a pioneer in this whole area but now 
I feel that there is a whole generation of people coming up behind her. With 
Gill what was interesting, here was someone teaching who had really thought 
through the pedagogy and there was a coherence and philosophically it wasn’t 
to do with overload; philosophically and physiologically it was coherent with 
my understanding of somatics. Gill was one of the first people where you 
would go to class and get to the end of it and you would have still followed a 
kinaesthetic journey to the end and although you did travel across the room 
you didn’t make a transition out of your first person experience to do that 
(2010).
A response to the 2010 survey shows that Laban is still running the five-week 
intensive course, at the beginning of the students’ first year. A response to the 2010 
survey asking which practices are currently taught at Laban points out that ‘somatics 
is taught, but not always explicitly. The main focus is the principles applied to the
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practice of dance training/practice rather than a specific (somatic) practice’ 
(Anonymous, (f), 2010).
Kirsty Alexander charts her own teaching career over twelve years in dance higher 
education within three different contexts, namely Middlesex University, the Laban 
Centre London and the London School of Contemporary Dance:
In 1994 Middlesex was great because for a while when I used to teach Skinner 
Releasing Technique it had the same weight as Limon, Cunningham and 
Graham. I had students three times a week and it (SRT) was their main 
technique on the timetable.
At Laban (2000 -2004) the (first year) students come in and the first thing they 
do is fundamental skills and it is not technique as they imagine it to be and 
they have these extended classes where they do experiential anatomy and these 
lead into contemporary class.
Here, at the Place (2005-2010) previously there was somatic techniques on the 
curriculum but they were not very embedded so the first year students got an 
Alexander lesson a week and the second years students got a Feldenkrais ATM 
(Awareness through Movement) lesson (Alexander, 2010).
Thus it may be seen that there have been and still are changes to dance pedagogy and 
programme content which are not obvious through the survey results alone and, 
therefore, it is suggested that the multiple data sources are particularly valuable in 
providing a greater density of information for analysis than a single research tool 
would allow.
Returning once more to the terms Skinner Releasing Technique and release-based 
dance technique, it can be seen that in Table 6 there are a number of references to 
release or release-based practices. Here the reference to release is as release-based 
dance technique and not Skinner Releasing Technique (SRT). It is suggested that 
these two terms are sometimes confused and conflated. It is however recognised that 
release-based dance technique is strongly influenced by the work of Mary Fulkerson 
and her connection with the X6 new dance collective in the 1970s (Bannerman, 2010; 
Jordan, 1992; Nicholas, 2007). It is suggested that it is therefore significant in the 
development of new dance practice and consequently contemporary dance practices in
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the latter part of the twentieth century and beyond. Fulkerson’s influences extended 
to Mabel Todd, Alexander and Joan Skinner’s work (Nicholas, 2007) and we are 
reminded of the reason for Skinner’s decision to name her work Skinner Releasing 
Technique, as cited in the previous chapter.
Kirsty Alexander reflects on the term release technique:
I think maybe around about the 1990s, and further back than that even, I 
remember when there suddenly became lots of classes called release-based. 
Suddenly you could do open classes instead of Cunningham and Limon; it was 
release-based. It struck me that many people hadn’t really reflected on what 
that meant. So maybe all that it meant was. I’m not teaching a signature 
technique. I’m not teaching Cunningham, Graham or Limon, I’m teaching my 
own thing and therefore I call it release-based. But there didn’t seem to be any 
underlying physical relationship to somatics in these peoples’ work. So you 
might be doing sit ups and press ups and all sorts of things which have nothing 
to do with releasing or with somatics, as I understand it (2010).
Conversely Skinner Releasing Technique is recognised as a somatic practice 
particularly applicable to dancing by the dance community. Emslie suggests that Joan 
‘Skinner differentiates release work (which is understood to be an aesthetic that is 
relaxed or fluid) from that of releasing’. Moran defines Skinner Releasing Technique 
as ‘being concerned with releasing hidden tension and blocked energy which in turn 
releases power and strength, thus enabling the dancer to move with maximum ease, 
efficiency and economy’ (cited in Emslie 2010, p. 171). From a more therapeutic 
perspective SRT is described by Allison as:
a movement discipline used to alleviate physical pain and tension. Based on 
the philosophy that all human beings have the potential to move with natural 
grace, SRT taps into intrinsic, primal coordination and the experience of 
movement at a deep kinesthetic level by using movement along with poetry, 
music, and imagery. It encourages people to understand how their bodies 
move and to visualise how Üieir bodies can function without discomfort 
(Allison, 1999).
As a qualified Skinner Releasing Technique teacher, Kirsty Alexander emphasises 
that ‘I am very specific about what I teach. With SRT there is a very specific value 
system, ethos, pedagogy, which belongs to it’ (Alexander, 2010). For Kirsty 
Alexander however SRT is a dance technique: because as a dancer and teacher, she
134
has used it as such and, when asked about this, her response is that when she taught it:
as part of a higher education dance curriculum alongside ballet and 
Cunningham I always insisted on teaching it under the (dance) technique slot 
because I believe that you gain more freedom, precision and clarity of 
movement than you do through dancing and therefore it is a technique 
(Alexander, 2010).
6.2.2 Analysis of the literature
In the analysis of the literature particular reference is made to key theorists identified 
in Chapters 2 and 4 namely Thomas Hanna, Don Hanlon-Johnson and Michael 
Murphy. Hanna identifies Alexander, Feldenkrais and Gindler as representing ‘a 
major thrust in somatic education’ (1977, p.51). In addition the practices used within 
dance higher education courses in the UK (Tables 5-7) and identified also through the 
fieldwork are those presented in Table 5. For the purposes of this research the data 
from 1998 serves as a starting point for reviewing current practice. The information 
has also been up-dated through attendance at the following conferences and reference 
to subsequent conference papers, most notably Finding the Balance: Dance in Further 
and Higher Education in the 2F^ Century, Liverpool John Moores University Dance 
Department, 2002; New Connectivity: Somatic and Creative Practices in Dance 
Education, Laban Research Conference, 2003; Immeasurable? The Dance in Dance 
Science, Laban Research Conference, 2005; The Changing Body: Symposium, 
University of Exeter, Department of Drama, January 2006; Somatic and Creative 
Practices: Learning and Teaching in Higher Education, Liverpool John Moores 
University, February 2008. This data is further supported through primary experience 
of class observation, participation and conversations with other dance practitioners 
and through data provided by dance students, thus providing a range of information as 
described in the methodology (Chapter 2).
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6.3 Application of family resemblance theory to the analysis of somatic practices
6.3.1 The process of analysis:
The process used is one of inductive analysis described by Patton as referring to ‘the 
patterns, themes and categories of analysis (which) come from the data rather than 
being imposed on them prior to data collection and analysis (1990, p.309). There are 
two different ways of representing patterns that emerge, both of which are used in the 
analysis of the research data gathered for this project and these are explained below:
First, the analyst can use the categories developed and articulated by the 
people studied to organise presentation of particular themes. Second, the 
analyst may also become aware of categories or patterns for which the people 
studied did not have labels or terms, and the analyst develops terms to describe 
these inductively generated categories (1990, p.390).
The data collected suggests that a number of somatic practices are and have been 
commonly used by dance practitioners and these have also been taken into 
consideration in the analysis. It should be pointed out that this list of practices is not 
definitive. Through the analysis a number of concepts have emerged that might be 
said to be central to or characteristic of these practices. Key terms from the range of 
practices were noted down over an extended period of time before being framed 
within a concept map as presented overleaf. Figure 5 (overleaf) shows connections 
between key concepts of the selected practices and the descriptive terminologies 
which emerged from the analysis.
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Figure 5 Somatics Concept Map
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The emergent concepts identified through the concept map have been used to form the 
basis of Table 8, below, which is a tabular interpretation of the somatics concept map 
(Figure 5). The subsequent process used for refining the data is described in the 
analyses of each of the tables in the following pages of this chapter. Although it may 
be felt by some that the identification of a specific ‘somatic language’ is undesirable 
(Huxley, p.2002) there is no doubt that over the years a certain terminology has arisen 
from within the practices discussed in this chapter. Lowe and Laeng-Gilliatt argue 
that there is a ‘danger’ of creating a ‘sensory awareness jargon’ or ‘trade language’. 
None the less it is suggested that all coherent bodies of knowledge have specific 
vocabularies which are useful in the articulation of their principles and values (2007, 
p.56) and it is partly the development of this language that allows the following 
analyses to be made. Through the research it seems apparent that participants have 
learned this language through their involvement, deep engagement with and 
understanding of a specific practice over a long period of time.
One of the problems identified in the thesis is the great difficulty in explaining what is 
meant by certain terms within specific somatic practices. For example it may be 
argued that the term awareness is understood by anyone who uses the English 
language as ‘having knowledge; cognizant; informed of current developments’ within 
a specific field (Collins Dictionary: 1979). But, in a specialist language, Hanna 
describes awareness as ‘a lens that can be pointed and focussed’, it allows ‘the 
involuntary to become voluntary, the unknown to be made known, and the never-done 
is made doable’ [sic] (cited in Hanlon-Johnson, 1995, p.348). Within the context, and 
this is the important word, of each somatic practice a specific kind of awareness is 
developed and understood. Awareness may apply to the bodymind, senses, space 
and/or relationships etc. and is developed through the specific practice whether it is 
Feldenkrais, Alexander, Skinner Releasing Technique or Gindler based Sensory 
Awareness. The work is specific to that practice in that time and place and it is about 
being present in that moment through that practice; Madden describes presence as 
‘good coordination with clear intention’ (2010). Awareness developed within that 
context may well affect the general awareness of the participant and therefore should 
carry beyond the specific context of the practice and this may be described as a 
transfer of learning (Feldenkrais, 1964, p.55).
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It is believed that the terms used within the Tables 8-12 are understood both within 
specific practices and across practices. However the specificity of the language and 
also the differences between practices has to be emphasised even though they may 
share concepts and/or terms. It is important to understand the significance of the 
parlance that is a product of these practices and of a certain vernacular that is 
associated with them. The narratives presented in Chapter 5 give some indication of 
the meaning and use of the terms within each of the practices described and of some 
of the differences, as well as similarities, between them. There is much that can be 
said about any of the terms used within the tables and perhaps a glossary of terms 
could be provided. However all of the practices are also very individual and in some 
cases, such as the Alexander Technique, the language is highly specialised and 
therefore this would not necessarily be helpful. Individual teachers also adapt terms 
and even create new ones or use practice specific terms and explain common practice 
terms differently: for example, inhibition within the Alexander technique which 
Madden describes as ‘the moment of choice which allows volition -  although some 
peoples’ interpretation is different’ (2010). However what should be understood is 
that many of the terms do have a similarity in their use and understanding because of 
the nature of the practices being studied. It may be that this explanation is inadequate 
and perhaps even an excuse for not giving clear definitions but this is not the case and 
it needs to be emphasised that this is a very complex area. Some of the terms are clear 
enough in themselves: for example, alignment, co-ordination, precision, control and 
strength speak for themselves in relation to their context within movement and 
somatic practices. None the less, if the concept of balance, for example, is 
interrogated, it may seem rather ambiguous in this context, especially as it is relating 
to bodies and, within this study, to dance also. However, balance in this context is not 
referring to the ability to stand on one leg without falling over but will more often 
refer to the inner/outer balance of the bodymind and a sense of harmony of the whole 
person. Rosemarin, through describing the Feldenkrais method, suggests that it is ‘an 
educational system that uses movement to increase body awareness and improve the 
ease, balance, grace, and effectiveness of action’ (2002, p.22).
It may be seen that there is a difficulty in defining descriptive words and in the 
context of somatics the problem relates in part to the overlapping of terms and
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possibly even a lack of clarity in the writings of the somatic theorists. Ultimately it 
has to be acknowledged that these terms are, to a certain extent, ambiguous and open 
to interpretation and change over time. Therefore it is argued that an analysis of the 
terms and practices and a resolution in relation to some consensus in what 
characterises, rather than defines, somatics is important and helpful. Some further 
difficulties in dealing with this complex material are given later in the chapter as the 
problematics arising during the research.
6.4 Presentation of the Tables 
Process (adapted from Kemp, 1996)
Table 8, overleaf, shows eighteen key concepts and two applications (in red), which 
have emerged from the analysis of the literature on the ten selected practices. The 
crosses indicate the key concepts or applications for each practice. It is immediately 
apparent that there are a significant number of similarities in the practices shown. The 
table displays a multiple ‘criss-crossing’ of common concepts across all ten practices, 
which is more obviously seen in the concept map. This indicates that the practiees 
have some commonalities with each other, if not direetly but through a resemblance 
(Wittgenstein eited in Bloor, 1983, p.30). For example, in looking at all ten practices 
and the three concepts of addressing habitual movement, alignment and effieiency of 
movement, it can be seen that none of the practices share all of the concepts but seven 
out of ten address habitual movement; three out of ten share alignment as a key 
concept and eight out of ten share effieiency of movement, again showing a 
relationship aeross practices through shared concepts. There is a much greater density 
in the commonalities lower down the table particularly the concepts of balance, 
increased sensory awareness and bodymind integration.
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Table 8. Key concepts and applications of ten selected somatic practices (a.)
Table 8. A SA BF BMC F Cl p SRT I K Y
Key Concepts
Imagery X X X X X
Precision X
Control X X X X
Strength X X X
Addressing habitual movement X X X X X X X
Alignment X X X
Efficiency of movement X X X X X X X X
Hands on touch X X X X X X X
Inner/outer integration X X X X X X X X X
Anatomical/physiological/ 
Biomeehanical basis X X X X X X X
Therapeutic X X X X X X X
Emphasis on breath X X X X X
Relaxation X X
Balance X X X X X X X X X X
Educational X X X X X X X
Personal growth/discovery X X X X X X X X
Increased Sensory Awareness X X X X X X X X X
Body-mind integration X X X X X X X X X X
Co-ordination X X X X X X X
Re-patteming X X X X X
Key to tables (red indicates an application)
A Alexander Cl Contact Improvisation
SA Sensory Awareness P Pilâtes
BF Bartenieff Fundamentals SRT Skinner Releasing Technique
BMC Body Mind Centering IK Ideokinesis
F Feldenkrais Y Yoga
(Reed, S. 2010)
As illustrated, the table can be used to analyse all of the ten somatic practices in 
relation to all of the eighteen concepts and two applications, thus beginning to identify 
those practices which have concepts that may be seen to be typical of a specific 
family. Although it may already be generally accepted that these practices have
141
similarities in many ways (Hanna, 1986; Johnson, 1986/87; Murphy, 1992), what this 
initial analysis begins to show is that there are similar specific characteristics between 
praetices. Furthermore, it is argued that this indicates that there may be such a thing 
as a family of somatic practices simply because they share some, though not all, 
common concepts or items which are considered typical of this family. Practices for 
possible inclusion in the family may then be compared and contrasted with the core 
concepts of the somatic family and admitted according to the significance of the 
resemblance. A further refinement of the data is given in Table 9 below.
Table 9. Key concepts and applications of ten selected somatic practices (b.)
Table 9. A SA BF BMC F Cl p SRT IK Y
Key Concepts
Imagery X X X X X
Precision X
Control X X X X
Strength X X X
Addressing 
Habitual movement X X X X X X X
Alignment X X X
Efficiency of movement X X X X X X X X
Hands on touch X X X X X X X
Inner/outer integration X X X X X X X X X
Anatomical/physiological/ 
biomeehanical basis X X X X X X X
Emphasis on breath X X X X X
Relaxation X X
Balance X X X X X X X X X X
Personal growth/discovery X X X X X X X X
Increased Sensory Awareness X X X X X X X X X
Bodymind integration X X X X X X X X X X
Co-ordination X X X X X X X
Re-patteming X X X X X
(Reed’s. 2010)
In Table 9 the educational and therapeutic applications have been removed in order to 
clarify the key concepts for all of the selected practices. Furthermore, through an 
examination of the concepts it can be seen that there is some overlapping of terms
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which makes the analysis less clear and therefore the concept of inner/outer 
integration has also been removed, as it is seen to replicate too closely the concept of 
bodymind integration. This change is presented in Table 10 below.
Table 10. Key concepts and applications of ten selected somatic practices (c.)
Table 10. A SA BF BMC F Cl p SRT IK Y
Key Concepts
Imagery X X X X X
Precision X
Control X X X X
Strength X X X
Addressing 
habitual movement X X X X X X X
Alignment X X X
Efficiency of movement X X X X X X X X
Hands on touch X X X X X X X
Anatomical/physiological/ 
biomeehanical basis X X X X X X X
Emphasis on breath X X X X X
Relaxation X X
Balance X X X X X X X X X X
Personal growth/discovery X X X X X X X X
Increased Sensory Awareness X X X X X X X X X
Bodymind integration X X X X X X X X X X
Co-ordination X X X X X X X
Re-patteming X X X X X
(Reed, S. 2010)
Table 10 presents the key concepts. The most prominent concepts across all practices 
are bodymind integration and balance which are key to all ten practices. It is 
suggested that these two concepts can be understood as being similar: for example, 
being balanced may suggest a true integration of the bodymind. The expression 
having a balanced mind is often used to suggest someone who is calm and who 
expresses an inner eontrol. The other concepts in order of prominence within the key 
practices are sensory awareness across nine of the practices; personal growth and 
effieiency of movement across eight of the practices; an anatomical/physiologieal/
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biomechanical basis, hands on, co ordination and addressing habitual movement, 
across seven of the practices. The less prominent concepts are, in this order, use of 
imagery, re-patteming, emphasis on breath, alignment, strength and relaxation with 
precision as being represented in just one practice. Therefore within Table 10 the 
most common concepts are easily visible within all of the key practices. As illustrated 
above the key concepts are identified through a list ‘considered typical’ of the somatic 
family shown through the tables of analysis and it is therefore suggested that, what has 
been presumed by many and disputed by some, there is such a thing as a somatics 
family. However this can be refined further through an analysis of the most 
prominent concepts as indicated in Table 11 below.
Table 11. Key core concepts for a somatic family
Table 11. A SA BF BMC F Cl p SRT IK Y
Key Core Concepts
Addressing 
habitual movement X X X X X X X
Efficiency of movement X X X X X X X X
Hands on touch X X X X X X X
Anatomical/physiological/ 
biomechanical basis X X X X X X X
Balance X X X X X X X X X X
Personal growth/discovery X X X X X X X X
Increased Sensory Awareness X X X X X X X X X
Bodymind integration X X X X X X X X X X
Co-ordination X X X X X X X
(Reed, S. 2010)
Table 11 now shows the most prominent concepts associated with the key practices 
and can be seen to hold the core concepts for a somatics family. Furthermore, if a 
dance-somatics family can also be identified, then it becomes possible to more clearly 
specify practices as dance-somatics practices which, it is suggested, may be 
particularly useful within a dance higher education context. However none of the 
identified practices are used exclusively by dancers but are used widely by people 
from all walks of life. Indeed many of the applications, functions and key concepts 
identified within somatic practices are not necessarily exclusively specific to the
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practices themselves. Nonetheless it is the combination of concepts, which can make 
the practices significant perhaps in their use by a general population or more 
specifically by dancers or indeed another group. The relevance or usefulness in 
relation to dance practice should not, however, preclude their usefulness to non­
dancers but the focus for this study is on their application within dance higher 
education. However the identification of practices as dance-somatics practices could 
clarify a contentious and confusing term and help dancers, students and teachers to be 
clear about what it is that they are doing. Table 12, below, is a refinement of Table 11 
and presents the key concepts in relation to four practices, Alexander Technique, 
Feldenkrais, Sensory Awareness and Skinner Releasing Technique. Only those 
concepts which are held by all four practices are considered for inclusion as the core 
key practice concepts for a dance-somatics family.
Table 12. Key practice concepts for a dance-somatics family
Table 12. A SA SRT F
Key Practice Concepts
Addressing habitual movement X X X X
Efficiency of movement X X X X
Hands on touch X X X X
Anatomical/physiological/ 
biomechanical basis X X X X
Balance X X X X
Increased Sensory Awareness X X X X
Bodymind integration X X X X
(Reed, S. 2010)
Table 12 compares four practices, Alexander Technique, Sensory Awareness, Skinner 
Releasing Technique and the Feldenkrais Method alongside the core concepts 
identified in Table 11. The choice of these specific practices has been based upon the 
research as a whole, as explained in chapters two and three of the thesis. Furthermore, 
these four are also key practices used by dance professionals, including those working 
within higher education as identified through the initial fieldwork. An analysis of the 
key concepts of these practices will help in the possible identification of a family of 
dance-somatics practices. According to Kemp’s (1996) model of family resemblance 
this suggests that these key concepts form the basis of the characteristics considered to
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be typical, in this case, of the dance-somatics family, rather than the broader category 
of the somatics family identified in Table 9. Other practices may now be compared 
and contrasted, against these key concepts, in order to identify them as having a core 
family resemblance and therefore to be admitted as a member of the dance-somatics 
family.
6.5 Problematics
The limitations of a Wittgensteinian analysis within the context of this research need 
to be acknowledged. It is suggested that the analysis presented here may be seen to 
work on a semantics level in relation to the literature, development of the practices as 
they are recorded in words and, to a certain extent, the interviews. However somatics 
is bodywork practice and alongside dance usually comprises practical, studio-based 
activities within a theory/practice continuum. In addition as each practice is highly 
individual, as partly explained through the narratives, then a language-based analysis 
alone does have shortcomings. In particular the, sometimes but not always subtle, 
differences between practices are not necessarily obvious through a Wittgensteinian 
analysis. Nonetheless it is argued that this characterisation through family 
resemblances is still useful in clarifying somatics as a field and dance-somatics as a 
newly named area of somatics, especially for those new to somatics such as students 
or teachers. Some of the more specific differences are explored in the narratives in 
Chapter 5.
The difficulty of trying to put practice into words should also be identified as 
problematic. Gindler’s work, for example, was ‘articulated solely through her 
practice’ and Loukes maintains that the way in which Gindler’s work is disseminated 
is ‘related to linguistic constructions and rhetoric specific to a certain time, just as the 
way something is read and understood changes over time’ (2003, p. 10). The pioneers 
of the practices identified above can all be placed within a specific period of time as 
indicated below in Table 10. The dissemination of the work and the language related 
to it is therefore significant within that time frame.
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Table 13 Key somatic pioneers chronology
Practitioner Birth Death
Alexander 1869 1955
Gindler 1885 1961
Feldenkrais 1904 1984
Skinner Pre 1960 but 
actual DOB not 
known.
(Reed, S. 2010)
Foucault argued that meaning has to be understood ‘in relation to a specific historical 
context’ and through discourse each historical period produced its own ‘radically 
different’ forms of ‘knowledge, objects, subjects and practices of knowledge’ (Hall, 
2001, p.74). Mills suggests that Foucault views history as ‘discontinuous...as shifting 
and lurching in ways which are not entirely within human grasp, and not entirely 
within our control’ (1997, p.26). Loukes suggests that ‘many performance researchers 
have reflected on the paradox of historiography’ and she quotes Ruyter as saying:
1 am purportedly attempting to learn something about a vanished practice from 
a distant past - and hopefully illustrate its process through time... But the 
minds and bodies of those who developed it and practiced it have disappeared; 
only a residue remains in their words and photographs. This past, therefore, 
no longer exists except in what our minds and bodies do with those traces 
(cited in Loukes, 2003, p.9).
The question of how far, if at all, the language and rhetoric of somatics has changed is 
of relevance to the understanding of it through history and currently within a 
contemporary context. The extent of the development of somatics cannot be fully 
recognised within the constraints of this thesis. However it is argued that the data and 
discussion presented in Part 2 of the thesis is essential, important and relevant in 
providing some contextual and historical background to the development and 
understanding of dance-somatics in UK higher education. This background is further 
explored with particular reference to the beginnings of the dance-somatics relationship 
through postmodernism from the 1960s onwards to the changes reflected in a dance- 
somatics of the 2 Century.
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The challenge therefore is to absorb the thinking behind these historical practices into 
more current, contemporary characterisations of somatics and, in this case, within a 
dance context. There are resonances with contemporary critical theory and 
philosophy which provide a ‘fertile juncture’ through a re-thinking ‘of the bodily roots 
of subjectivity in a non-dualist, non-perspectival way’ (Brown, 2006). It may be 
argued that somatics is just another form of psycho/physical therapy. However, what 
distinguishes somatics from medicine and physical therapy or from ‘traditional 
psychotherapy’ is ‘its commitment to both poles of the dialectic, the personal and the 
public’ (Hanlon-Johnson, 1986/7, p.7). Hanlon-Johnson relates the public body to 
physics, cellular biology and biochemistry, anatomy and physiology and suggests that, 
in becoming more and more familiar with these ‘laws’, a greater awareness is 
achieved in relation to ‘the gaps’ between the ‘experienced and the public body’ 
(1986/7, p.7). Within this thesis it is suggested that there is a very clear difference 
between somatics as a field and dance science, although both have logical connections 
and it is important to point out the differences and to resist the urge to médicalisé 
dance and the relationship of somatics to dance, dancers and dancing.
The evidence from practitioners suggests that somatic practices can and do impact 
upon human movement potential through ‘developing somatic awareness and 
increasing their capacities for voluntary self control’ (Murphy, 1992, p.88). Indeed 
‘somatic practices explore the body in relationship to an individual’s entire 
experience’ (Hanlon-Johnson cited in Murphy 1992, p.386). Ideally a dancer 
becomes the dance and is completely ‘present’ in it and it is this integration of the 
whole which may be seen to be a rationale for the inclusion of somatics within dance 
education and training. Fin Walker at a weeklong residency at Dartington College of 
Arts said of her work as a choreographer:
my work is about using our bodies as vehicles to come into consciousness, 
being fully present in the moment. It is about fine-tuning our bodies so that 
they offer clarity of voice, about connecting with each other and 
communicating with others outside our field (2006).
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6.6 Summary
The question of how somatics might be more satisfactorily characterised and 
understood, whilst recognising its complexity, has been addressed in this chapter 
through the processes of analysis presented above. In looking at the various 
definitions of somatics and, in part, Hanna’s work as the father of somatics, it is 
suggested that there are resonances in the analyses which relate to his work. In 
particular, the key core concepts identified for a somatic family, in Table 8, include a 
number of ideas also highlighted by Hanna, although not necessarily in these words: 
for example, sensory awareness, bodymind integration and personal growth. Hanlon- 
Johnson maintains that ‘in order to learn about the public body, somatic students also 
need extensive studies of the biological, psychological and social sciences’ (1986/7, 
p.9). However Hanna didn’t use the terms anatomy and physiology, he saw these as a 
‘third person view of the body’, but he did recognise their equality with his idea of 
first person perception as well as their differences (cited in Hanlon-Johnson 1995, 
p.342). The terms in the analysis within this thesis relate to the experiential and 
therefore a first person involvement.
In the analyses done through Tables 8-12 the results are seen to relate to the literature: 
for example, Murphy, who highlights the difficulty in mapping the methods of 
different body practices simply because ‘they change from place to place and over 
time’ (1992, p.566). However Hanna’s, Johnson’s and Murphy’s works all support 
the outcome of the above analysis in that they repeatedly refer to the importance of 
developed sensory awareness and economy/efficiency of movement within somatic 
practices, all of which are shown to be key practice concepts present in the key 
somatic-dance practices. This importance is further supported by the analysis of the 
literature and through the fieldwork from a range of different sources. Additionally 
somatic practices are seen as not being specific to dance practice but they are or have 
become of particular interest to dancers and performers for reasons which are 
examined throughout the thesis. It is not expected that dance techniques would be 
included within the somatics family as they are generally codified and often taught 
through mimetic methods unlike somatic practices.
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Although it is not within the remit of this study, a future application of the analytical 
methodology to Hanlon-Johnson’s work on specific somatic groupings; the functional, 
the structural, the energetic and the awareness families (Chapter 4) would be 
interesting as a comparison to the work presented here. Furthermore Murphy’s 
Outcomes o f Seven Specific Somatic Practices (1992), cited in Chapter 4, also bears 
some resemblance to the outcomes of the tables, such as the areas of sensory 
awareness, control and coordination.
This chapter has explored and analysed the development of and connections between 
specific somatic practices, which are not necessarily viewed as permanent but as ever- 
evolving in a spiral of continuing process and change. As pointed out, the 
terminology used within bodywork practices can be seen as problematic and it is 
important to recognise this in relation to the exercise of analysis. However, despite 
the ambiguity of the terms used, it can be seen that a resemblance has emerged 
between practices, which identifies both a somatics and a dance-somatics family.
This chapter concludes part two of the thesis. Understanding Somatics. Part three 
brings together the two areas of dance and somatics and looks towards an 
understanding of dance-somatics within a higher education context.
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PART THREE
151
Chapter 7 
Integrating dance and somatics: connections and developments 
7.1 Introduction
In previous chapters of the thesis evidence has been presented as an indication of the 
growing interest in the area of somatics and its relationship to dance. Chapter 6 presented 
an analysis of selected somatic practices through which a number of key practice 
concepts emerged and were identified as being central to those somatic practices most 
associated with dance. Part 3 of the thesis consisting of Chapters 7-9 brings together 
dance, somatics and higher education and presents information, reflection and discussion 
on the integration of these three areas towards an articulation of a dance-somatics for a 
twenty-first century higher education.
7.2 Practices and practitioners
It is suggested that there is a spectrum of teaching styles within higher education dance 
ranging from pure instruction, regarded as the dominant paradigm, to a more esoteric 
fluidity of somatic-based dance practices, currently perceived as the marginal paradigm 
which, it will be argued, may encourage a greater questioning and critical approach to the 
development of the dancing body (Fortin, Vieira, & Tremblay, 2009). Much of the 
teaching of dance technique and somatic practices within higher education is delivered 
through freelance dance artists and the many dance educators with permanent academic 
positions, who have come from the professional dance world bringing with them an 
eclectic experience of dance training and education. From the research and fieldwork for 
this thesis there is evidence that mature dance practitioners have engaged with different 
somatic practices for many years: for example, Kirsty Alexander (2010), Carol Brown 
(2002), Gill Clarke (2002), Scott Clark (2002), Mike Huxley (2002), Natalie Garrett- 
Brown (2010), Jennifer Jackson (2010), Sarah Whatley (2010) and Amanda Williamson 
(2010). Other examples include those from as early as the Ballet Jooss’ days at 
Dartington, to Rosemary Butcher, Siobhan Davies, Emilyn Claid, Fin Walker and many
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more. It is suggested that it is those who studied post Judson and X6 who really 
demonstrate the eclecticism prevalent in current dance pedagogy. This point is supported 
through the testimonies of a number of professional dance practitioners, who refer to their 
own background and training, some of which are given below.
Gill Clarke, for example, discusses the lack of any bodywork practices apart from 
codified dance technique within her own training. However, once she discovered this 
‘other’ area of movement practice, she was particularly excited about the possibilities it 
had for her own development as a dancer:
I felt I became more technically able and more articulate. I was more aware of 
what my body was doing. I couldn’t believe that somehow I had been perfonning 
for that many years and I wasn’t as clear as I had imagined about what my whole 
body was doing, so that’s what I think is really exciting about this work (Clarke, 
2002).
Gill Clarke and Scott Clark were both members of the Siobhan Davies Dance Company 
during the 1980s and 1990s. The majority of the company dancers in the early years were 
initially trained in Martha Graham technique at the London Contemporary Dance School 
(LCDS), as was Siobhan Davies, however Gill Clarke and Scott Clark were exceptions. 
The style of training at LCDS was considered the standard contemporary dance training 
of the time and was greatly sought after by young dancers wishing to train (Clark, 2002). 
Paul Douglas, another dancer with the company, came from an Aikido training as well as 
a contemporary dance training, although at this point he hadn’t brought these two 
practices together (Clark, 2002). Scott Clark, however, during his time with Siobhan 
Davies, did bring the Feldenkrais method into daily company class through linking it with 
the dancing that the company were doing at the time. Clark suggests that the difference 
between teaching dance teclinique and teaching a somatic practice is that in dance 
technique classes participants expect to be told what to do and to be corrected. He points 
out that somatic practice is more than learning rules and his particular interest lies in 
‘something which is independent of tradition or physique or one’s background’ (2002). 
Furthermore, he explains that somatic practices do not give the answers but dancers find
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the answers for themselves. It is seemingly this ability for reflection and question that is 
nurtured through somatics and, it is argued, is central to its value alongside dance. Moni 
explains this bodily perception as ‘a way to join the mind and the body in the same place 
and time. It is also a way of synclironising the fast and boundless mind in action with the 
experiential, sensory reality’ (2004, abstract). In discussing a two-hour session focused 
on students’ breathing and their sensing of the spine. Gill Clarke emphasises the 
importance of the time needed for such careful, slow work, thus enabling participants to 
really focus (2002). Sarah Whatley also endorses this and points out ‘the difficulty in the 
modularised experience of higher education’ leading to problems around time with 
‘packages of 1.5 hours’ only for classes; Whatley makes it very clear that somatic 
practices need to extend over the entire curriculum experience’ (2010).
It is argued that it is an understanding of the qualities and characteristics of somatic 
practices and awareness of those practices that are most useful to dancers, that is so 
crucial to the development of a dance-somatics within dance higher education. This 
method of learning is not about the correct execution of form as in ballet or contemporary 
dance technique. Learning in and through somatic practices relates to the qualities of 
those sensations experienced, which dancers may then go on to develop and use in their 
own practice. It is suggested that the key practice concepts identified through the analysis 
(Chapter 6) illustrate what it is that might be useful to a dancer’s education. These 
concepts include, though not exclusively, sensor}^ awareness, efficiency of movement and 
bodymind integration. A dancer’s personal exploration of these and other key concepts 
through engagement with a somatic practice therefore enables them to challenge habitual 
movement, thereby learning through the practice thus affecting their creative thinking and 
originality (Green, 1996a). Scott Clark refers to the effects of the Feldenkrais method and 
he discusses how participants ‘have sensations that would in some way be different from 
the usual pattern and that different pattern of sensation would then lead them somewhere 
new’ (2002). He admits that his explanation sounds rather ‘amorphous’ which may be 
one o f the criticisms aimed at somatic practices. Clark describes what he means through 
his own work as a qualified Feldenkrais practitioner:
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My job as a Feldenkrais practitioner is to help people make sense out of their 
sensations; not to tell them how they should sense but to help them find out what 
they do sense and how that can come together to form patterns that they want to 
produce (Clark, 2002).
In the case of a choreographer studying the Feldenkrais method, for example, this may 
give the opportunity to break away from habitual movement and to develop new 
movement vocabulary. Moni describes it thus: ‘non-reaction releases a dancer from the 
habitual and instrumental patterns of moving and brings her or him into the "here" 
moment of body-mind integrity’; in other words, present in the moment (2004:abstract).
Gill Clarke also reflects on her experience of discovering bodywork practices through her 
work with Scott Clark and Jeremy Nelson, who is trained in Klein technique:
an opportunity to work with Scott Clark... was fabulous and we had a few 
sessions with an Alexander teacher, who I then kept in contact with. Working 
with Scott was about sensation, but also about perception and the active 
engagement of body and mind...The radically different thing with Jeremy was 
that he started by talking about the skeleton, and gave very clear directions to 
move from the bones - - rather than a sense of shape or musculature. And that, as I 
sensed it, changed my body and my movement (Clarke, 2002).
The data gathered on somatic practices in UK undergraduate dance education as part of 
this research project is also supported, in part, by both Green’s and Fortin’s 
acknowledgement of the developing discipline of somatics within dance higher education 
world-wide. Green concurs that somatics is often referred to, ‘without providing a context 
for the practices or grounding in the theories from which we work’, especially in dance 
(Green, 2000, p.213).
7.3 Pedagogic approaches
The information gathered through this study suggests that, if somatics is present within 
UK dance undergraduate programmes, it is, on the whole, fitted within the traditional 
pedagogic framework and dominant discourse for dance higher education and training. It
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is argued that the dominant discourse of dance ‘values an ideal body where the aesthetic 
criteria of beauty, slimness, virtuosity, devotion and asceticism prevail’ (Fortin, Vieira & 
Tremblay, 2009, p.49). Thus somatics is often squeezed between the seemingly more 
‘important’ aspects of the dance curriculum rather than being allowed to lead through 
what may be termed a more radical approach to teaching and learning in and through 
somatics, which is currently perceived as the more marginal area of dance higher 
education programmes. However, it is suggested that over the last few years there has 
been a discernable though subtle move towards the inclusion of somatics within dance 
higher education degree courses in some universities and colleges in the UK, although 
this movement is currently perceived as relatively modest, as indicated through the 
surveys already presented in this thesis (Reed, 1998; 2006; 2011). Furthermore, as 
pointed out by Natalie Garrett-Brown, ‘what is going on in UK dance higher education is 
very reliant on personalities and specific people. It shifts with key people but somatic 
practices has definitely grown in popularity in the last five years’ (2010).
Professor Phil Vickerman, head of the Centre for Excellence in Leadership and 
Professional Learning, at Liverpool John Moores’ University, discusses the ‘somatic 
community’, a term virtually unheard of in the UK before the twenty-first century. 
Vickerman suggests that, despite the rapid development of interest in somatics over a 
number of years, there is still ‘a lot to be debated about what is somatic practice’ (2008). 
Fortin further endorses this point and maintains that ‘we are still asking the question what 
is somatics?’ (2008). She argues that somatics does not fit within the dominant discourse 
of dance higher education and there is some resistance to the integration of somatics with 
dance. Furthermore the power relations, which she suggests have traditionally existed 
within dance, put the democratic and holistic nature of somatics at odds with this 
dominant discourse (2008; 2009). This is despite all the development work that has gone 
on in university dance departments across the continents in recent years, as suggested 
through the references in this study. In her address (2008) Fortin poses some similar 
questions to those presented in this research project. For example: what role may somatics 
have in the areas of creativity, performance and care of the self in dance higher education
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programmes? Although the conference discussed above was held in 2008, the issues 
raised then are still, it is argued, pertinent today. A look at the issues of the Journal o f 
Dance & Somatics since its publication in 2009 supports this assertion.
In 2002 Gill Clarke was leading the BA undergraduate degree at the Laban Centre 
London. She describes the new regime she introduced for incoming first years. In the 
first five weeks of the academic year a ‘Fundamental Skills’ intensive was introduced 
comprising a ‘mini foundation course’. The course included three hours a day of 
‘experiential anatomy into contemporary technique’. One of the issues that arose from 
the introduction of the new course was how to introduce to students this particular way of 
working. Clarke suggests that such a course ‘introduces students to the tools that they 
need to go forward with and allows them to build on strong foundations of better 
movement patterning’ (2002). For some students, particularly new first years, dancing 
means using steps and therefore working in a more holistic sense can be very challenging 
and for some extremely difficult. However, in this example given by Clarke dance 
technique class was always included within the framework of the fimdamental skills 
intensive as a reference point for students. As she points out:
there was always bodywork within the course and the students generally 
understood that what they gained was useful to them and that through this work 
they learnt to question things they may have previously taken for granted; for 
example the ways that they moved, how they felt about that and how they got to 
that point of moving (Clarke, 2002).
Developing a strand of somatic practice alongside dance technique especially within 
undergraduate programmes can be, and often is, problematic (Clarke, 2002; Roubiceck, 
2009; Weber, 2009). Those who are teaching dance within this continuum of a dance- 
somatics pedagogy need to have had experience of somatic practice that they can 
remember and draw on in their own teaching, otherwise, it is suggested, their 
understanding of somatics remains purely abstract and therefore often without meaning. 
Scott Clark gives an example of his first experience of learning about somatic practices at 
Ohio State University in the 1980s. In this example Clark’s teacher delivered a
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Feldenkrais class by merely reading from a book (2002). At Ohio State University at that 
time the emphasis was most definitely upon ballet and contemporary dance technique.
Sylvie Fortin’s discussion (2008) on the dance curriculum developed with colleagues at 
the University of Quebec is useful in relation to the examination in this study of the 
relationship of dance and somatics within UK higher education. Fortin outlines the 
progression within the BA degree at the University of Quebec where students were able 
to participate in somatic education from Year 1 tlirough to Year 3 and beyond. The BA 
programme included an overview of ‘Somatics Methods’ amounting to ninety hours of 
contact time in Years 1 and 2. Students were able to choose one area to specialise in, 
which was linked with a somatic community, for example Feldenkrais practitioners. 
Fortin points out however that this schedule changed due to a reduction of contact hours 
allowed by the university within the curriculum. None the less the amount of time given 
to somatics within this programme was significant and reflects the needs relating to 
running such courses and the inherent problems especially within modular programmes, 
where time allowed for teaching may be severely limited. In some respects Fortin de­
mystifies what is often seen to be a rather ambiguous area of the dance curriculum. She 
suggests that both representational (non-somatics based) and experiential (somatic) dance 
practices have the potential to confomi to or resist the dominant discourse (2008). This 
point highlights the danger that somatics may merely be subsumed within dance 
techniques, as previously raised, or as part of what Claid refers to as ‘middle mush’ 
(2006, p. 140) and it is suggested that this is particularly likely with any constraint on 
resources. Natalie Garrett-Brown, however, ‘heartily disagrees’ with Claid’s notion of 
what dance-somatics may be and she points out that:
there are some people working with somatic practices who don’t understand it 
entirely. When it is all about sensing and not also about feeling and action, that is 
where the problem occurs. Then you get a class fiill of dance students who aren’t 
moving at all (and) In this case it’s not about integration and it’s not about inner 
and outer or moving through...if s then all about the inner. When somatics is used 
to its full complement of skills and experience it does the complete opposite ...it 
opens up new possibilities of movement for people, a new dynamic range and 
nuance of movement (2010).
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Kirsty Alexander also addresses the place of somatics within dance higher education and 
training through looking at conflicting values in dance practice. She asks what it is that 
we understand only through being a dance practitioner. Alexander explores the answer to 
this question through a series of investigations beginning with a historical resume of 
London Contemporary Dance School (LCDS) which, as many consei'vatoires do, stems 
from a ‘dominant culture of values steeped in dualistic models, hierarchical relationships 
and a language of control’ (2008). She suggests that often the dance practice does not 
‘relate to the internals of that practice’ resulting in an external model which is essentially 
superficial (Alexander, 2008). According to Alexander the late 1970s at London 
Contemporary Dance School saw a replacement of mastery and control with a liberal 
educational ideal of autonomy and choice through which, she maintains, contemporary 
dance became a series of different practices with different and competing values. These 
required dance students to immerse themselves in a particular practice to enable them to 
frilly understand and experience the values of that practice (Alexander, 2008). This 
echoes Claid’s discussion on dance training (2006) and it seems that some 
dancers/educators of a certain era are coming full circle back to their own roots of 
traditional training and questioning the nature of the inclusion of alternative methods 
within dance education and training. However, the notion of somatics as being a 
replacement for specific dance training techniques is not a recommendation in this thesis.
Furthermore, Alexander addresses the issue of competing values through asking how 
students find coherence within a pluralistic dance culture; how do they know what to 
value? For Alexander the pluralism of somatics may be problematic. Her belief is that 
‘dance needs to reassert itself as a practice’, be authentic and include a duty of care, all of 
which should be reflected in the structures of a system within education and training 
(2008). It is suggested that this attitude towards a duty of care reflects the more recent 
developments in higher education, generally, which relate to the quality of engagement of 
teachers to students, students to teachers and students to each other. It is further 
suggested that an emphasis on the need to care should be included as an essential aspect
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of dance practice and may be seen to address neglect in some areas of professional dance 
and dance training in the past (Vincent, 1989; Kirkland, 1986). Fortin explores similar 
issues in a recent article through looking at technologies of the self in relation to dance 
and somatic practice. Her more recent research with undergraduate dance students at the 
University of Quebec suggests that:
some students, despite living out their internal authority and experiencing the 
benefits of somatic education ... return to their ‘old habits’ (sic) of aligning 
themselves with the hegemonic norms of the dominant discourse, where fatigue, 
pain and injury are accepted silently on a daily basis (2009, p. 51).
This may very well reflect the continuing power of the dominant discourse and further 
support the need for a wider recognition and implementation of a dance-somatics within 
education and training and the need for further evidence of its value.
Alexander refers to a ‘continuum of somatic and traditional practices’ relating to pre­
existing vocabulary through which students explore kinaesthetic experiences and develop 
their own language, resulting in a cross fertilisation. This cross fertilisation, as Alexander 
describes it, is becoming the more usual pattern for those higher education dance courses 
which already embrace a dance-somatics (Alexander, 2008). However, it is suggested 
that such a cross fertilisation should be handled very carefully in terms of sound 
pedagogical practice to avoid what has already described as a pot-pourri method whereby 
students are unclear about what and how they are learning.
Within a dance-somatics based programme it may be expected that students will develop 
their own styles and methods of working, which come from their exposure to a range of 
practices across the curriculum. For example, at Dartington College of Arts students 
studying for a BA Choreography degree were timetabled in both dance techniques and 
bodywork practices across all three years of their degree programme. The range of 
practices included Body-Mind Centering, Alexander Technique, Feldenkrais, Yoga and 
Pilâtes (2009, Reed, S). They also received theoretical underpinning in somatics and 
there is evidence through their practical work and writings that they were able to make
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clear corporeal connections that had an impact on their creative work, which was the 
focus of their degree. One final year undergraduate student describes her experience of 
somatics and the influence that it had on her developing choreographic practice:
My experience at university could be described as a process of re-uniting my body 
and mind. At the beginning I realised how alienated I was from my physical 
being but I hadn’t been aware of this. This has progressed into an attitude of 
allowing my body to learn, often giving it time and active concentration to process 
movement. By listening to my body, I allow it to adjust. In my choreographic 
work, I often create movement ideas through a process, which includes 
experiential research on others and myself (Anonymous, (g), 2008).
Of her experience of Feldenkrais she notes T found my body learning new ways to move 
and an ease in the process. I noticed I was automatically becoming more efficient within 
dance technique classes’. Of the dancers she worked with she found that ‘the more they 
had been developing new movement functions and patterns, the greater choice there 
would be to research and play and to then create choreography (Anonymous, (g), 2008).
Another undergraduate student describes her experience of previous training in Graham 
technique and the resulting injury she had acquired:
In our daily Graham and ballet classes, the approach was to stress the body into 
conforming to a certain shape at a given time. Although I desired to achieve this 
position my body would not respond. Repeating these failing schemes of 
movement led to much mental and physical strain. When I had eventually 
recognised the injury this had caused (a strain in the psoas muscles) there came a 
time of reflection. I realised I needed to redirect my focus. By trying to imitate 
another’s body, I was misusing mine. Most importantly it had created a feeling of 
restriction, discouragement and lack of creative impulse. It is through this minor 
injury that I woke up to a real body awareness: focussing from inside, accepting 
what my body needed, having a clearer image of anatomy. It started with core 
strengthening Pilâtes and opened up a new fascinating site of exploration: body­
mind awareness (Anonymous, (h), 2008).
This student had transferred from a degree course at a highly competitive vocational 
dance conservatoire to Dartington College of Arts, where specific somatic practices, as
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described above, and dance technique were taught alongside each other. It is argued that a 
dance pedagogy and learning style which is research-led, through what H’Doubler (1940) 
has described as the dancer’s laboratory, will be more innovative, critical and 
challenging, thereby leading to greater creativity in performer/makers as can be evidenced 
by the alumni of performance institutions that use this approach, such as Dartington 
College of Arts (Jordan, 1992; Nicholas, 2007).
It may be that it is the privileging of kinaesthetic learning over visual learning which is 
particularly useful in somatics-based work: for example, the ideal of ‘removing the 
reliance of visual modelling’ as in the dance technique class with its predominately 
didactic style and use of mirror images and replacing it with the more verbally led 
somatics (kinaesthetic) teaching as in the Feldenkrais method (Long, 2002, p.75). 
Warwick Long endorses a plurality of approaches, which may be seen to be supported by 
Howard Gardner’s theories of teaching and learning. Gardner suggests that if ‘we are to 
encompass adequately the realm of human cognition, it is necessary to include a far wider 
and more universal set of competencies than has ordinarily been considered’ (1993, 
p.xiv). Howard Gardner, Professor of Cognition and Education at the Harvard Graduate 
School of Education, is highly regarded for his theory of multiple intelligences. This 
theory is based on his earlier research which led him to the premise that all human beings 
possess ‘a number of relatively independent faculties rather than having a certain amount 
of intellectual brain power’; he thus challenged the conventional thinking around IQ and 
innate ability (Warburton, 2003, p.9).
Fortin discusses the appropriateness of somatics within dance training and its potential to 
‘stimulate reflective thinking’ and in particular she endorses connections relating to 
Feldenkrais’ work, and the necessity to re-educate students in the area of ‘motor patterns’ 
(1995, p.254). She reflects on the usefulness of somatic practices in developing students’ 
‘expressive capacities’ and this is something that Green also discusses in some detail 
(1996a). More specifically it can be seen that somatic practitioners pay particular 
attention to the ‘psychophysical process’ and encouraging dance students towards a more
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holistic approach to their training, which, it is argued, is essential within dance-somatics. 
These psychophysical processes lead students towards a self-reflexive approach to their 
work, which is appropriate for both their creative work and dance training. A somatics- 
based education can offer a very different way of learning about and through dance, as 
may be seen through the work of the postmodernists, discussed in Chapter 3 and also Part 
two of the thesis, as well as the alumni of those institutions which have in the past 
encouraged a somatic approach to dancing, such as De Montfort University and 
Dartington College of Arts in the UK (Nicholas, 2007). However, students do need 
guidance on ways of working to avoid the danger of their work becoming too inward- 
looking and overly self-referential; and the delivery of a dance-somatics curriculum with 
a balance of dance techniques and somatics through theory and practice should avoid this 
tendency. Natalie Garrett-Brown describes the current curriculum at the University of 
Coventry:
At Coventry we are all working from a shared understanding of the importance of 
somatic practices to undergraduate education but we all do it in different ways. 
We have had to address the student’s notion of what dance technique is and what 
somatic practice is. At present it is embedded into what we call ‘movement studies 
1-3. Year 1 have tasters of somatic practice and healthier dancer studies. Year 2 
have SRT and Year 3 have BMC. But to the students they are all just doing dance 
technique class. We also introduce key seminar papers and discussions around 
somatic practices as a way to situate somatics and to further illuminate their 
histories and principles (2010).
Garrett-Brown discusses the need to modify the curriculum at Coventry in order to give a 
more ‘integrated approach because students didn’t like not dancing’ (Garrett-Brown, 
2010). This is a common complaint from undergraduate students first introduced to 
somatics and the same point has been raised numerous times during this research project. 
At Coventry all dance technique classes are informed by somatics and Garrett-Brown 
maintains that students are now more able to make the link. All members of the dance 
faculty at Coventry have experience in somatic practices and four of the six members of 
teaching staff are now trained or training in a specific somatic practice (Gmret-Brown, 
2010).
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Although based in North America both Sylvie Fortin and Jill Green’s approaches to the 
inclusion and teaching of somatic practices within dance higher education are helpful as 
models that are being tried and tested in American dance higher education. Fortin’s 
interest is clearly related to the enhancement that somatics can have on a dance student’s 
experience including the prevention of injury, health enhancement and more recently 
awareness of the socio-cultural influences (2009) that affect dance students, which Jill 
Green is also particularly interested in (1999a; 2000; 2002a). Importantly Fortin also 
acknowledges the role of somatics in developing creativity in dancers.
During the research for this thesis it has been suggested by most of the informants that 
there are always some students who respond more positively than others to somatic- 
practices within their dance programme. For some of these what they perceive as the 
vagueness or strangeness of somatic practices is difficult to deal with from the 
perspective of being a young dancer who has predominantly experienced a didactic 
pedagogical style (Weber, 2009). It is therefore essential to keep encouraging students in 
order to help them through the initial introduction to a very different pedagogic approach 
and to support them in finding ‘their own sensations and to listen to those sensations as a 
corporeal authority of their own selves’ (Long, 2002, p.89-90). Scott Clark gives a useful 
example of this strategy through a story he tells about his own teaching experience with a 
group of sixteen to eighteen year old, male and female students in what he calls a fairly 
‘street-wise’ area of London. The group arrived at their class, after working on turning in 
a previous dance technique lesson with another teacher. ‘I just can’t spot (turn) I just 
don’t know how’, complained one young man to Scott Clark, who subsequently used this 
challenge as the class focus for that day. At the end of the class Scott asked his students 
to try the turns again using the spotting technique. What they had already known was 
now easier to put into practice. The students hadn’t actually rehearsed the turns during 
the class but had been taken through a series of Feldenkrais floor exercises by Clark in 
order to awaken their awareness. Nearly everyone in that class had improved their ability
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to turn, just by ‘rolling about on the floor’, as they put it. For them it was a kind of 
magic; it made sense because they could see the result for themselves in relation to their 
own dancing. Similarly to Long’s suggestion, Clarke confirms that ‘one needs to give 
them’ (the students) ‘experiences where they are their own feedback’ (2002).
Huxley also points out that it is the students’ ownership of their learning that is important 
and suggests that it isn’t that Alexander technique (at De Montfort University) is not 
applied to students’ own practice, that is the whole purpose of it, but it is up to them (the 
students) to apply it. As Huxley says it is not something which is done to them. He 
suggests that specific practices, for example Alexander technique, should be taught 
discretely and not as something which is part of a teacher’s repertoire of experience 
integrated within their own teaching style (2002). This is a crucial point, it is suggested, 
in relation to the teaching and purpose of somatic practices as part of a dancer’s training 
and strongly relates to both Long and Fortin’s (2003) references to the transfer of learning 
and ‘the relationship between external goals and internal understanding of (our) 
movement’ (Long, 2002, p.91). It is recognised that some dance training situations, for 
example conservatoires, are specifically preparing young dancers for a variety of 
commercial settings such as the West End stage or contemporary dance and ballet 
companies and they have a responsibility in preparing students for the rigours of auditions 
and demanding daily schedules. This study is more specifically examining the contexts 
of contemporary dance training and education within the university or college of higher 
education sector. Nonetheless, in the interest of dancers’ health and wellbeing, this does 
not mean that somatic practices and principles should not be taught in dance 
conservatoires.
It is argued that what needs to be better understood is the role that somatics can play in 
making the body more resilient and less prone to injury. There is much evidence of this 
through the work and research of dance scientists, some of which is also represented in 
journals such as Contact Quarterly. Somatic practices taught alongside dance technique 
will enable dancers be able to dance better, for longer and with greater flexibility, strength
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and awareness. In addition, somatics allows for a greater opportunity for experiment and 
consequently a development of creativity through letting go of the more conventional 
vocabularies associated with dance techniques, thereby also developing a greater 
spontaneity. In observing third year students with visiting choreographers. Gill Clarke 
points out the lack of body intelligence within the group and the patterns or habits in the 
students’ bodies that they should have been more aware of by that stage of their training 
(2002). The retention of habitual movement is inevitable amongst dance students with 
previous training and one that may be seen to stunt their creative development more than 
anything else. Until these habits are lost or at least put into hibernation for a period of 
time or modified then the ability of students to progress as creative choreographers will 
be limited.
7.4 Summary
In this chapter the interweaving of somatics and dance has been explored in relation to a 
number of practitioners, students and teaching contexts. Through the discussions with 
experienced dance pedagogues the influence of somatic practice on their own methods of 
teaching and the development of teaching contexts has been shown. The questions 
addressed within this research project relate to the nature, place, value and future of 
somatics within dance higher education in the UK. As Gill Clarke points out, dancers 
should not have to wait until they have finished their training, as she and others had to:
People sometimes say isn’t this (somatics) something that one needs to come to 
later? And I think they are saying that because what they see out there is dancers 
who have come to this work later but that is only because it wasn’t around before 
and if we've got knowledge and information then we should pass it on to people 
as soon as we possibly can (2002).
The following chapter looks at somatics as a critical discourse and learning methodology 
and explores the ideas of a number of informants and writers.
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Chapter 8 
Somatics as critical pedagogy
8.1 Introduction
It is important for a student dancer to understand the concept of external modelling in 
relation to her own somatic authority, development of subjectivity and ability to 
understand the construction of her own and others’ dancing bodies. Many dance students 
will have given little thought to methods of training before embarking on dance higher 
education. It is argued that somatics provides a valuable opportunity as a forum for the 
critique of normative practice, which also allows for the full integration of theory with 
practice within the dance studio. For example, through the use of Alexander Technique 
as ‘constructive education’ and through Feldenkrais’ method of education, as discussed 
and described in Chapter 5 of the thesis. It is suggested therefore that somatics may 
contribute to a range of theoretical studies in dance, which emerge from practices that 
may challenge established ways of thinking. Somatics can empower and lead to the 
questioning of accepted practice and stereotypes and therefore provide a tool for students. 
In her research Jill Green found that:
somatic awareness sessions and practice tended to provide students with a place 
where they could re-connect to inner senses and somatic impulses while releasing 
some of the habitual physical strain required from keeping constant vigilance and 
surveillance over their bodies (1999b, p.91).
Green’s view of somatics within dance higher education is as a tool for investigation. She 
is particularly interested in how somatics alongside dance may help students develop 
awareness in relation to critical and contextual studies, especially regarding the ‘social 
construction of bodies’ (1999). It is suggested that somatics within dance higher 
education can be helpful in addressing some problems relating to body politics and the 
dominant paradigm (Fortin, Vieira &Tremblay, 2009) within dance pedagogy. Elisabeth
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Beringer’s work on ‘selfing’ (2001) in relation to the Feldenkrais method (discussed in 
Chapter 5) is of particular relevance here. Furthermore it is useful to identify areas of 
dance-somatics theory that have grown out of the post-modern era. Some examples of 
what Green terms ‘social-somatics’ are discussed below (2002).
Historically the dancing body may be seen to have been constructed and shaped by power 
relations within the accepted values of dance education training establishments (Adair, 
1992; Buckroyd, 2000; Claid, 2006; Reed, 1994; Vincent, 1989). It is argued that the 
difficulty for students, and some teachers, in extending their understanding of dance 
beyond the disciplinary practices of codified techniques and traditions often relates to 
their prior experience of dominant models of dance training and pedagogy. Even at the 
beginning of the twenty-first century it should be recognised that past attitudes, which 
impact upon contemporary perceptions and practices, have been influenced by established 
historical and societal connections relating to women and the dancing body (Brinson, 
1991; Adair, 1992). Bartky suggests that a ‘woman’s typical body language’ is ‘a 
language of relative tension and constriction’ and within traditional dance training a sense 
of ‘tightening/pulling up’ ‘squeezing’ and holding have been central to much of the 
discipline of dance (1993, p. 110). It is proposed that the disciplinary practices 
traditionally required of the female dancer are such that the introduction of somatics may, 
for some, cause great uncertainty before there is a positive outcome.
What can be seen in many young dance students who enter higher education is the result 
of what Shapiro terms ‘body management’, which reflects not only the dance curriculum 
or syllabus in the early years of dance training but also societal influences (1999). The 
consequence of which, it is argued, is a particular way of thinking reflecting the Cartesian 
dualism dominant within Western pedagogical practice in the nineteenth and twentieth 
centuries. This is a way of thinking that is still present, arguably, within some dance 
schools attended by young dancers and often from an early age. It is therefore 
unremarkable that many dance students enter the university with little understanding of
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the bodymind or, as Martin suggests, with an alienation from the body (1994). Gardner 
endorses this point suggesting that:
the idea of a body that is an object of a ‘method’, not the subject of knowledge, is 
often perpetuated in institutional forms of training for dance. Here the process of 
‘becoming a dancer’ is thought to take place as a technical exercise, where both 
body and movements are regarded as objects to be regulated by a controlling 
dancer-subject (1994, p.34).
It is therefore argued that the construction of the dancer’s body is still often based on 
what is seen as appropriate practices influenced from the past and sometimes including 
inappropriate attitudes and pedagogies. However, through general advances in dance 
pedagogy in recent years relating to the health of the dancer, attitudes can be seen to be 
changing. Organisations such as Dance UK and within it the Healthier Dancer 
Programme have had a significant impact on dance training and education in the UK: for 
example, through the Fit to Dance? reports published in the late twentieth and early 
twenty-first centuries (Brinson & Dick, 1996; Laws, 2005). In addition, many more 
dance pedagogues such as Jennifer Jackson, who teaches at the Royal Ballet School and 
the University of Surrey as well as in a freelance capacity, have a developed interest in 
the area of dance-somatics. Jackson’s interest came through working with Roger Tully, a 
ballet teacher who ‘studied with Kathleen Crofton, a dancer with Anna Pavlova. Tully 
worked with the Rambert company and is strongly rooted in traditional ballet’ (Jackson, 
2010). For Jennifer Jackson it was her study with Tully and her discovery of the 
Feldenkrais method that coincided. She says of her experience after retiring from 
performance with the Royal Ballet Company that:
I really tuned into the opportunity that somatics offered to me to talk from how I 
felt my body to be, where my body was and in some sense it offered me an 
ownership of my body that in ballet practice is not so clearly identified in the 
training (2010).
However for a young and inexperienced dancer the inclusion of somatic practices within 
dance higher education may threaten her security, especially in relation to her sense and
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perception of herself as a female dancer. It is suggested that through the introduction to 
somatic practices there may be, for some students, a sense of loss in moving away from 
(although temporarily) the security of the dominant pedagogical style often associated 
with the teaching of dance technique. Kirsty Alexander points out that in;
young undergraduates training in dance I do see that they have this real need, as I 
guess in traditional dance classes they are corrected by the teacher, for that 
constant validation by someone outside themselves and their absolute need to be 
seen and heard and validated by the teacher all of the time. I find this complete 
lack of engagement and trust in their own experience and how they arrive at the 
beginning of their course really alarming (2010).
Jennifer Jackson also recognises some of the problems associated with teaching somatic 
practices to dance undergraduates, T think one of the difficulties is that it does require 
stillness and concentration and it is not always readily available’ (2010).
There may therefore be a lack of trust in practices which are perceived, by some, as 
undisciplined or loose. However there may also be a sense of freedom and play not 
usually experienced within the dance studio and training institution and this dichotomous 
juxtaposition may initially be difficult to cope with for a young dance student in higher 
education. It is suggested that dance training in ballet, modem stage and in some forms 
or methods of teaching modem dance have not necessarily extended the female dancer in 
relation to space, freedom of movement and the chance to critically engage with their 
practice. However Bartky suggests that discipline can provide someone with a ‘sense of 
mastery as well as a secure sense of identity’ (1993, p. 114). In addition codified dance 
techniques when taught well provide a strong physical training for a dancer. Therefore to 
put this sense of security aside can certainly be challenging for many dancers and teachers 
(Clarke, 2002). Nevertheless such obedience does not necessarily allow for exploration 
Mid creativity and it may have a seriously limiting effect on a dancer s sense of worth. 
Innes suggests that:
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ballet teaches an unquestioning obedience to authority at all times. It teaches that 
success in dancing is based on the achievement of a place in a hierarchical 
structure and that dancers exist only to please others. What seems to be a form of 
creative expression turns out to be a form of self-control negating personal 
freedom even at the most fundamental level of speech and thought (1985, p.37).
Gill Clarke points out that in her own experience:
one thing that I have perceived through teaching professionals and recent 
graduates is that they find it hard to adjust into a world in which they require 
initiative when they are going to be freelance, if they have always had somebody 
shouting at them and without that framework, they don’t know what to do (2002).
Clarke believes that what is important is to encourage students to take more responsibility 
from the beginning of their course, though it may encourage them to be more questioning 
and possibly less comfortable to teach (2002).
Although the imposition of a very formal and inflexible technique may in many ways 
disempower the young dancer and in particular the trainee choreographer, it is 
acknowledged that within a dance conservatoire high technical training is necessary 
(Bannerman, 2010). Although it is not a particular focus of this project to look closely at 
the conservatoire-training context, it is nevertheless important to point out that there is a 
place for somatics within even the elite dance academies. Despite the critique of ballet, 
given above, dance technique should certainly not be dismissed and can rest alongside 
and be enhanced by a somatic sensibility within dance education. For example; 
Bannerman suggests that her experience of the Martha Graham technique leads her to 
believe that ‘when delivered by an expert teacher, the training awakens and maximises 
whole body sensation’ (2010, p. 15) and Jennifer Jackson would believe the same of ballet 
taught through a somatic approach (2010). It is argued that somatics, alongside 
technique, can provide the opportunity for empowerment and that it is an important role 
of the educator to engage with ‘forms of empowerment that promote individual 
achievement’ (Giroux, 1989, p.90). For example students may feel empowered, by 
challenging the habits of a lifetime through the practice of Alexander Technique; by 
developing a greater understanding and awareness of the skeleton and muscles through
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the Feldenkrais Method; by learning to pay greater attention to the sensations of tension 
and release through Gindler’s sensory awareness and by developing a greater spontaneity 
in their movement, through the use of imagery and movement studies in Skinner 
Releasing Technique. Yet conversely, through somatics, a (perceived) de-skilling may 
also ‘call into question that aspect of personal identity that is tied to a sense of 
competence’ (Bartky, 1993, p. 114) and this may be the case when trying to encourage 
dance students to adopt different ways of moving and learning. After all for many first 
year dance undergraduates it has taken years to acquire the (perceived) competence 
within a specific dance technique, for example ballet, and for the female dancer there may 
be a ‘reluctance to part with the rewards of compliance’ (Bartky, 1993, p. 114).
In her work, Bartky discusses the notion of the ‘loose woman’ and the violation of the 
norm: ‘her looseness is manifest not only in her morals but in her manner of speech and 
quite literally in the free and easy way she moves’ (1993, p. 107). It may seem to some 
that somatic practice is aiming to create the loose dancer, to forgo the restrictions 
inhabited through both cultural conditioning and the training of the dancing body, to push 
the boundaries beyond these learnt limitations and to let go of habits associated with 
traditional disciplinary practices of some dance trainings. Gill Clarke suggests that ‘there 
are people here (at Laban) who really question its (somatics) value - probably because 
they have watched sessions where they cannot see a lot of action because all the 
processing is happening internally’ (2002).
Too much of any practice, however, may in itself become a discipline and it is for the 
dancer to find the balance of practice that she herself needs. Carol Brown points out the 
risks of too great an ‘emphasis on tlie internal sensing of weight, alignment and fascia’, 
which is such an integral part of most somatic practices associated with dance. Although, 
she suggests, ‘postmodern dance techniques may give dancers the sense of a connected 
body, resolving the Cartesian split, this may lead to a kind of myopic vision’ (1994, p.82). 
Monni contemplates the ontology of dance and also endorses the idea of post-modern 
dance practices bringing together the body and the mind and therefore healing the split
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through a development of presence rather than an absence often typified within traditional 
dance practices (2004).
It may be said that the ‘disciplinary techniques’ of dance training in the past aimed ‘to 
regulate ‘the body’s size and contours, its appetite, posture, gestures and general 
comportment in space’ and to a certain extent this may still be true of some dance training 
contexts (Bartky, 1993, p. 116). Young suggests that:
A space seems to surround women in imagination that they are hesitant to move 
beyond: this manifests itself both in a reluctance to reach, stretch and extend tiie 
body to meet resistances of matter in motion (cited in Kourany, Sterba & Tong, 
1993,p.l06).
Certainly an overly obsessive adherence to ‘proper process’, what Giroux terms 
‘fetishistic appeal’, within some dance trainings may be restricting in relation to giving 
students the opportunity fully to develop their somatic understanding and creativity 
(1989, p.86). It may be true that within traditional methods of dance pedagogy there is a 
danger that the dancer may become her own ‘jailer’ and that the disciplinary control that 
is demanded of her body may also get a ‘hold on the mind as well’ (Bartky, 1993, p. 104). 
There has in the past been evidence of an unhealthy control resulting from particular 
methods of training and education within dance (Vincent, L.M. 1989; Kirkland, G. 1986).
Admittedly, the sometimes-minimalist nature of somatics and the notion that ‘less is 
more’ can be hard for a young and energetic dancer to deal with. Doing less may be 
particularly difficult for a dancer who has trained within a demanding culture of 
p^fection. The ability that somatic practices may have in bringing about change is 
important and potentially of great value to a dance student studying at higher education 
level. Changes, through dance-somatics, may occur in both thinking and doing and come 
about, it is suggested, through familiarity and engagement with the key practice concepts 
identified in Chapter 6. These concepts include: increased sensory awareness; addressing 
habitual movement; more efficient use of the body; experience of touch; greater 
anatomical/ physiological/biomechanical understanding and an enhanced sense of balance
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and integration. Those quiet moments of stillness and observation experienced through 
somatic practices may allow for the inhibition of habitual movement, for example in both 
Alexander and Feldenkrais’ work and, consequently, the reorganisation of the nervous 
system. This in turn can predispose the body to solving physiological problems and 
discomfort. In addition the opportunity to make new and imaginative connections can 
arise and are particularly useful in the development of creative thinking and especially 
valuable to the choreographer. As Kovich maintains:
studies in somatic education can assist dance students to achieve their movement 
goals by helping them to develop a deeper proprioceptive understanding and 
appreciation of their body and their movements (1994, p.208).
However, as traditional dance training practices are questioned and other new practices 
developed, these may also become the discipline and possibly as codified as those they 
have sought to replace. It is suggested that Skinner Releasing Technique (SRT), for 
example, has greatly influenced contemporary dance training particularly in the last 
twenty years. Although some dancers have trained in Skinner Releasing Technique, there 
are many who haven’t but have been influenced by their own Skinner-trained teachers. 
Somatic practices identified as particularly valuable to dancers can allow, amongst other 
things, for the development of enhanced sensory awareness that provides the opportunity 
for changes to the way that dancers think, move and create. Kirsty Alexander describes 
some of the values of dance-somatics from her perspective as a teacher:
Now that I work in education I appreciate not just the potential of somatic 
practices to integrate technical skills and creativity or to increase freedom of 
movement or to reduce injury or increase ease and those things that we know 
about. I am also very interested by the way that it teaches people to learn. It gives 
people the responsibility for their own experience and their own learning and their 
own knowledge, so knowledge becomes not something that you seek from 
somebody else but it becomes a process of knowing and that’s very much how we 
understand it in somatic practice (2010).
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It is argued that it is this challenge to more traditional styles of learning which makes 
somatic practices alongside dance in higher education so valuable and yet also 
controversial. Sarah Whatley endorses the value of dance-somatics:
I think that the importance of somatic work is as an underpinning principle and 
philosophy. Whether or not it delivered directly through a practice which one can 
see, a somatic practice such Skinner Releasing Technique, Body Mind Centering 
or whatever it might be. But it is actually about giving real integrity to their 
(students) knowledge about themselves and their art form. So it is about a 
language, about a discourse and it is about confidence. So it gives them a set of 
tools in a way, which I think is really, really important (2010).
Such tools may include those identified as key practice concepts in Chapter 6, for 
example increased sensory awareness, greater efficiency in moving, and enhanced 
bodymind integration.
Learning in somatics as specific practice and through somatics as critical discourse 
allowing challenge to and critique of one’s own and others’ practice is, it is suggested, the 
raison d’etre of dance-somatic higher education. However it is argued that an absorption 
of somatic practices within dance techniques in higher education may diminish the 
objective of both practices, dance and somatics, and the effects that each may have on 
dance students. This may also undervalue the very different nature and sensations of both 
dance techniques and different somatic practices, rather than enhancing the practices of 
both through being valued as different yet connected. It is suggested therefore that 
specific somatic practices should be taught discretely, wherever possible, and by someone 
fully trained and qualified in that practice.
Henrietta Bannerman argues for ‘a reconsideration of dance pedagogy vis-à-vis (Martha) 
Graham’s technique’ and suggests that ‘current teaching methods could benefit from a 
reciprocal understanding of principles as taught in Graham-based training and somatics’. 
Bannerman explores the ‘1970s shift in Britain when Graham-based pedagogy gave way 
to ‘Release’ (sic) in response (she suggests) to the ideas of Mary Fulkerson’ (2010, p.5). 
In discussing Graham technique and somatics, Bannerman comments on the perceived
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opposing principles of both. It should be noted that she uses somatics as a generic term 
and Release in reference to both Mary Fulkerson’s practice and also as the Release (sic) 
from the contraction in Martha Graham’s technique (2010). Bannerman discusses 
somatics and release-based techniques not as one but as separate methods thus, 
seemingly, suggesting that she does not view release and somatics as synonymous. She 
looks at the Graham technique through a somatic lens and views the technique in relation 
to a number of principles such as the contraction and release, articulation of the spine, use 
of breath and an emphasis on gravity. The articulation of the spine is discussed as 
involving a ‘pronounced awareness of head-to-tail connection’ (2010, p. 10). It is argued 
by Bannerman that the Graham-based floor work shares these ‘distinctive elements’ with 
all other contemporary dance techniques, although she doesn’t elaborate on this point 
(2010, p. 10). It could also be argued that these Graham principles, as Bannerman 
describes them, have some similar characteristics to a number of the key somatic 
practices presented in this thesis: for example, the head-tail connection and awareness of 
breath, which also align with principles within Bartenieff-Fundamentals and Body-Mind- 
Centering, though not exclusively. In emphasising the connection between principles of 
Graham technique and ‘somatics’, Bannerman points out that:
A full embodiment of Graham-based dance prevents any tendency for the external 
shape and design of these signature movements to override the internal 
physiological processes that drive them. One does not imitate a Graham 
movement. It has to be felt from deep inside the body (2010, p. 10).
The inner/outer connection, which Bannerman sees as essential to Graham technique, has 
clear connections to a number of different somatic practices and, in particular, those 
which are indentified as compatible with dance pedagogy such as Alexander Technique, 
the Feldenkrais Method and certainly to some of the key practice concepts identified in 
this thesis. However the teaching of somatic practices does not, as it has already been 
argued, adhere to principles of codification as do dance techniques. Although both dance 
techniques and some somatic practices may share some key principles they are, it is 
argued, inherently different, though also connected in some ways as described above. 
These differences relate to both the content delivered (in the case of dance technique, this
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may be seen as form and specific vocabulary) and the objectives of that delivery within a 
class or one-to-one context. It is therefore argued that what is of central importance is the 
presence of somatics within dance higher education programmes, a presence that resists 
the encoding of dance technique and remains separate and part of a dance student’s search 
for new bodily experiences as a means of developing the bodymind.
It cannot be denied that mastery of the body is an important aspect of dance training and 
education and, as such, it should be empowering. The dancer is constantly questioning 
the construction of her body through the development of a range of body technologies. 
The knowledge that different somatic practices impart can affect a dancer’s perception of 
her own and other bodies. The chance to question the truth of different body knowledges 
whether through the study of Feldenkrais, Ballet or Contact Improvisation may be seen as 
the very substance of empowerment for a dancer. Within dance there may also be a 
blurring of the boundaries between self-power and self-destruction, of which a common 
example amongst female dancers is manifest through eating disorders such as anorexia 
nervosa (Reed, 1994). Therefore it is argued that ideas around the body as a social 
construct are an important consideration in any analysis of a pedagogy of the body. 
Michael Foucault’s work is ‘largely concerned with the relations between social 
structures, institutions and the individual’ (Mills, 2003, p.33). Foucauldian perspectives, 
therefore, may be particularly relevant and have a place within discussion around a more 
radical approach and critique of normative practice within dance higher education 
pedagogy, which is inclusive of specific somatic practices as well as dance techniques. 
An understanding of somatics as a part of a wider discursive practice around the dancing 
body may therefore be seen as an essential component within the articulation of a dance- 
somatics for a twenty-first century higher education.
In the context of a dance-somatics higher education it is suggested that the importance of 
the relationship between power and discourse within a critical pedagogy needs to be 
recognised. Such discourse can provide a ‘theoretical grounding for interrogating issues 
of ideology’ which have underpinned, and still do underpin, much dance training (Giroux,
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1989, p.l 16). It may be seen that Foucault’s work has a synergy with the underlying anti- 
essentialism of those somatic practices used within dance training, the fluidity of which 
transgress the binary concepts so prevalent within the history of Western theoretical 
ideas. It is suggested that a more democratic relationship between power and discourse 
within many traditional dance institutions would allow for greater transparency and 
understanding of pedagogic approaches through which ‘language, ideology, history and 
experience [often] come together to produce, define and constrain particular forms of 
teacher-student practice’ (Giroux, 1989, p.l 16). It is argued that the ethics of working 
with the body is a very important issue in the relation of self to self and of self to others 
whether this is student-to-student or teacher-to-student. Thus it is suggested that the 
introduction of somatics within these contexts may not only radicalise dance training and 
education but also the relationships within these contexts.
In any dance training the care needed is of the utmost importance. Somatics encourages 
care of one’s self and others in a way, which is neither self-obsessive, unethical, vague or 
unimportant. As Bordo points out:
the body is a powerful symbolic form, a surface on which the central rules, 
hierarchies, and even metaphysical commitments of a culture are inscribed and 
thus reinforced through concrete language of the body (1989, p. 13).
Certainly the ‘central rules, hierarchies and even metaphysical commitments’ of the 
professional dance world are often inscribed upon the bodies of dance students long 
before they arrive at university or college. The body is not only a ‘text of culture’ but 
also a ‘locus of social control’ and as such may instigate certain constraints upon the 
dancing body of the female student (Bordo, 1989, p. 13). In this thesis it is argued that 
somatic practice within dance higher education challenges both the accepted thinking of 
dance students and their habitual ways of moving. Furthermore, it is suggested that it is 
the ability to let go of such disciplinary practices that enables the student dancer to 
become more creative. It is precisely the ‘perceived’ lack of discipline within somatic 
practices and the bodymind nature of these practices that can encourage the development
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of choreographic ability, despite the fact that this supposed lack of discipline is perceived 
as problematic by some of the dance ‘academies’ (Clarke, 2002). Kirsty Alexander 
discusses her experience of the teaching of choreography in the higher education contexts 
that she has worked in:
I think somatics makes a real difference, they (students) are working more 
somatically through their technical training as well and I feel that their 
choreography is more physical in that sense. Reflecting back on the Laban 
experience, where first year students had that kinaesthetic engagement and 
somatic practice at the beginning of their course, it made them make research- 
orientated work later on. I think it does change the kind of work people make. 
Students come in at the age of eighteen and they think that presence is charisma or 
something that you put on like your makeup before you do the performance. By 
the end of their training there is more a revelatory approach, almost something 
that you strip back to (2010).
Natalie Garrett- Brown reflects on the teaching of choreography as being rooted in 
improvisation, coming from ‘sensing feeling activity’:
Particularly important is the idea of process, of being reflective, of listening and 
responding to a moving body which is at the core of all of our compositional and 
choreographic approaches and collaboration. That idea of how you meet 
something else and how you orientate yourself towards it - they are all principles 
which resonate with somatic work (2010).
Nevertheless a specific discipline may be sought and is not always something that is 
imposed upon the unwilling recipient (Bartky, 1993). For many young dancers, dance 
training is a necessary discipline, a specific knowledge that is often highly prized by those 
who seek it. They thus make the connection between recognisable acquired knowledge 
and skills and success in the professional dance world. This thesis has therefore 
problematised the dominant dance pedagogy and, in particular, highlights the need for a 
balance between a technical training for dance students with the opportunity to create a 
sense of autonomy and open mindedness or, in Foucauldian terms, a ‘useful body’ and an 
‘intelligible body’ (Foucault, 1979, p. 136). Bordo, explains the ‘intelligible body’ and 
the ‘useful body’ as being ‘two arenas of tlie same discourse’ and that ‘they often mirror 
and support each other’ (1989, p.26). This idea can be further expanded through taking 
the example of a Mobius strip as being one continuous surface with two, apparently.
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different sides as in a three dimensional figure of eight (Claid, 2006; Fortin, 2003; Grosz, 
1994).
Figure 6
The Mobius strip (August Ferdinand Mobius 1790-1868).
Through the mobius strip it can be demonstrated that certain superficial, and yet widely 
accepted, binaries can be easily dispelled. For example the useful body as the ballet body 
and the intelligible body as the somatically informed body being, seemingly, on different 
sides of the Mobius strip and yet, if traced by a finger, being on one and the same surface 
and therefore not opposing at all. Fortin clearly illustrates other examples of common 
binary divisions such as ‘self/other’, ‘private/public’, ‘representational/experiential 
practices’, ‘internal/external’ etc (2003, pp.4-7). This can be seen to connect to Smith 
Autard’s ‘mid way model’, incorporating, for example, the private and the public dance 
education/training sectors, historically seen as both different and opposing (Adshead, 
1981; Smith-Autard, 1994).
It is suggested that within the field of dance higher education a withholding of (somatic) 
knowledge, consciously or otherwise, may be problematic in the drive to dispel the myth
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of the non-questioning, compliant, docile dancer. In other words how can the dancer be 
other than docile, if she is not given necessary information to shape, metaphorically and 
actually, her dancing body and if she is not given a voice or made able to harness the 
power she needs to extend herself in her body and into the space? Foucault suggests that 
female bodies may become docile bodies, ‘whose forces and energies are habituated to 
external regulation, subjection, transformation and “improvement”’ (sic) (Foucault, 1979, 
pp. 135-169). McNay, a second generation Foucault scholar and a feminist writer, has a 
problem with the notion of the ‘passive body upon which power stamps its own image’ 
(1992, p. 12). She sees the concept of the docile as oversimplified, leaving no room for 
any ‘autonomous’ or ‘creative’ response from individuals. Indeed the idea of a ‘tabula 
rasa’ is much maligned in contemporary psychology. As Pinker suggests, ‘haven’t we all 
moved beyond the simplistic dichotomy between heredity and environment and realised 
that all behaviour comes out of a interaction between the two’ (2002, p.vii).
It is suggested that without the presence of somatics, dance technique may be seen as just 
another method of self-modification through the objective of technique as a technology 
for bodily perfection or the ideal dancing body. Historically it may be seen that the 
dancing body has been shaped by the rules governing specific dance techniques and 
traditional didactic teaching methods. Foucault sees the body as occupying a ‘central 
place’ in relation to power and knowledge within society. It is suggested that Foucault’s 
rejection of ideology and his work on power and the institution is useful in examining 
dance pedagogy in higher education and, in particular, looking at the possible 
‘normalising and regulatory function’ of dance technique (Williams, S.J. and Bendelow, 
G. 1998, p.28; McNay, 1992). It is argued that challenging the normalisation and 
regulation of responses is a common theme amongst the key somatic practitioners, who 
are discussed in part two of the thesis. In particular, Foucault’s discussions around 
normalisation can be seen to link with Feldenkrais’ work on self regulation and his notion 
of the moulding or manipulation of individuals (1990); Alexander’s inhibition and 
moment of pause thus allowing a change from normal response; Hanna’s discussions 
around the danger of conditioning as opposing somatic learning; Gindler s emphasis on
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paying attention in order to bring about awareness and Skinner’s stress on the importance 
of letting go of preconceived ways of moving. Furthermore the key practice concepts 
which emerge from the analysis of somatic practices as being the most common 
denominators for a dance-somatics include addressing habitual response, increased 
sensory awareness and enhanced bodymind integration all addressing, it is suggested, 
normalisation as described above.
8.2 Summary
It is argued that the future of dance-somatics has to be most clearly defined by those 
pedagogues, practitioners and scholars within the dance higher education community. 
Through this study it may be seen that the relationship between somatics and dance in UK 
higher education programs still needs resolution. This resolution relates to the perceived 
value of somatics within the dance curriculum both by those teaching and managing 
dance higher education programmes and by those outside dance and particularly within 
the higher education hierarchy. The resolution also relies on the recognised value of the 
relationship of somatics to dance techniques, choreographic practice and the education 
and training of dance students in general. The research has shown that the role of 
somatics within dance programmes is still largely marginalised, despite somatic practices 
having been an integral part of much contemporary professional dance practice post- 
Judson and post-X6 for many years, as evidenced through the research.
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Chapter 9 
Articulating a dance somatics for a twenty-first century higher education
This final chapter of the thesis restates the research problem and reviews the major 
methods used within the project. The chapter therefore summarises the results of the 
research and discusses their implications. Ideas which support a reconceptualisation of 
UK dance higher education for the twenty-first century have been explored through a 
number of research questions throughout the thesis. There has been an inevitable but 
logical overlapping and interweaving of ideas and material leading to this chapter.
The purpose of the research has been to attempt to establish a true picture of the role and 
place of somatics in current UK dance higher education programmes and to assess its 
future role in a dance higher education for the twenty-first century. In addition, the 
clarification of the field of somatics and its relationship to dance has been pursued. This 
study began with the objective of clarifying the field of somatics and its use and 
development alongside dance training and education, in the UK, in the latter part of the 
twentieth century. The question ‘what is somatics?’ has evolved through an exploration 
of those practices most often associated with dance. A Wittgensteinian analysis has 
identified a multiplicity of practices, which have overlapping characteristics, as shown in 
the analysis (Chapter 6). A range of concepts and practices characteristic of a dance- 
somatics family has therefore been identified (Chapter 6). The key research question has 
asked: what is the nature, place, value and future of somatics and its role in dance higher 
education in the UK?
As described in Chapters 1 and 2 of the thesis, this project has been explored through a 
number of different research methodologies in what Robson describes as a ‘hybrid or 
combined research strategy (1993). It has relied on multiple informants who, through 
phenomenological inquiry (Patton, 1990) by the researcher, have described their 
experiences of somatics, dance and dance-somatics. The researcher has used several 
features of a case study approach including the use of surveys, interviews, observation
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and participation thus allowing direct experience of a number of somatic practices. Nine 
interviews were carried out in total, all involving experienced dance practitioners who 
currently work or have recently worked in the dance higher education context in the UK. 
The research strategy has included a detailed analysis of the literature on dance, dance 
education history, dance pedagogy, somatics and the more recent literature on the area 
currently referred to as dance-somatics.
The area of dance-somatics within UK dance higher education may be seen to be 
relatively new, although somatic practices have been a small part of a number of dance 
education and training courses for some years, as indicated in Chapter 3. The 
development of dancers’ participation in somatic practices has been identified as 
happening alongside the evolving post-modern and New Dance movements in the USA 
and the UK in the latter part of the twentieth century (Chapter 3). In contrast the field of 
somatic practices is seen to have had a long and involved history (Chapter 4), with more 
recent development of those practices most associated with dance having taken place 
mainly from the early part of the twentieth century onwards (Chapters 4, 5 & 6). The 
analysis of somatic practices in Chapter 6 suggests that there are key concepts across a 
number of practices, which may be seen as being particularly useful for dancers.
From the surveys done through 1998-2010 (Reed, Chapter 6) it appears that, contrary to 
expectation, the establishment of somatics as part of dance undergraduate programmes is 
still very limited. None the less there are a number of dance higher education contexts 
where somatics is seen as being key and central to the dance programmes. It has been 
found that these programmes are often the result of particular interest fi*om one or more 
members of the dance faculty, who actively promote the value of dance-somatics within 
dance education and training (Chapter 7). For those who are committed to dance- 
somatics, including a number of independent dance practitioners such as Gill Clarke, it is 
seen as an integral part of a continuum of practice which interweaves dance and somatics 
together in a variety of forms within dance higher education programmes (Chapters 7 & 
8). The research suggests that there are still some misconceptions about what somatics is
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and how it might best relate to the study and practice of dance in higher education 
(Chapters 7-9).
The main argument of the thesis rests on the premise that there is such a thing as dance- 
somatics practice and that it is helpful to identify the characteristics of somatic practices 
that might be useful to dancers. To attempt to define or even characterise the range of 
existing somatic practices may be viewed as not only controversial but possibly 
foolhardy. Such a task could be seen as being diametrically opposed to the nature and 
underlying philosophy of somatics itself. This is especially true in relation to the fluidity 
and shifting of practice which becomes, arguably, inevitable to some extent in the 
evolution of the work pioneered by such eminent figures as Moshe Feldenkrais, Mattius 
Alexander, Elsa Gindler, Charlotte Selver and Joan Skinner. It is argued that the analysis 
of key somatic practices (Chapter 6) allows for a greater understanding of the key 
concepts associated with these different practices and their usefulness alongside dance. It 
is suggested that such clarification may be particularly helpful for those who are not so 
familiar with the range of somatic practices and their role in dance higher education and 
training. This is especially pertinent, given that the research suggests that somatics is an 
underdeveloped area of UK dance higher education.
From an initial analysis of some twenty somatic practices it was found that four of these, 
Alexander Technique, the Feldenkrais Method, Sensory Awareness and Skinner 
Releasing Technique, offer the most convincing strands of theory when worked out in 
practice alongside dance training. This conviction is rooted in the history of these 
practices which have been developed over time and have been subjected to extensive 
experimentation across three continents {New Dance Magazine, UK; Contact Quarterly. 
USA; Writings on Dance, Australia). They have also grown alongside the evolution of 
post-modern and New Dance practices in intricate and subtly changing relationships. The 
development of these practices and their connections to dancing is also partly made 
possible due to their basis in contemporary theories of bodymind relations which, it is
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suggested, are deeply rooted in an understanding of the dancing body in late twentieth 
century post-modern and New Dance.
The key argument therefore is that dance-somatics should be recognised as an important 
and essential part of a dance higher education in the twenty-first century. Dance 
undergraduate education in the UK has changed considerably during the second half of 
the twentieth century, now encompassing a range of areas of study almost always 
including performance, choreography and critical appreciation alongside a number of 
different dance and theoretical studies, depending on the focus of the specific course. In 
the same way that Adshead (1981) and Smith-Autard (1994) both explored dance higher 
education, in different contexts, and highlighted the requirement for changes, what is 
identified in this study is the need for a new conceptualisation of UK dance higher 
education for the twenty-first century. Furthermore the current demands of the dance 
profession requires those entering the dance world to be ever more resilient and 
resourceful (Bums, 2007; Alexander, 2010).
It is recognised that, on the whole, informants for the research were strongly in favour of 
the inclusion of somatics within dance higher education and, unsurprisingly, most had 
embedded somatics within the courses they were teaching or managing. A recent survey 
in 2010 (Reed, Chapter 6) resulted in a very poor response rate. It is difficult to surmise 
why this response was so poor. It may be that the area of somatic practices and dance did 
not interest the recipients of the survey, who were all members of the Standing 
Conference on Dance in Higher Education (SCODHE), but this may seem unlikely. It 
may indicate that they do not view dance-somatics as a new area. However the recent 
development of dance-somatics as a new area of research in both the USA and the UK 
would suggest otherwise, as does the number of conferences and seminars around dance 
and somatics in recent years (Chapter 2). It may also be that the questions were not 
searching enough or that the timing of the survey coincided with vacation or assessment 
periods, although this was taken into consideration when distributing the survey. It is also 
possible that dance academics are very busy with their own research and teaching. None
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the less those who did respond (Chapter 6) did so in some detail and the responses 
support the other research strands for this project including the interviews and the 
literature. That is, that there is strong support for the inclusion of somatics within dance 
higher education programmes by a small but significant group of dance educators.
Through the research it has been demonstrated that within dance there has been little in- 
depth understanding of somatics, at a conceptual level, and little research into the 
implications of somatics for curriculum design, pedagogical value or dancers’ health until 
very recently (Chapter 2 & 3). Furthermore there is a dearth of writing and research 
relating to somatics within undergraduate dance courses in the UK, although this is now 
being partly addressed through the recent publication of the journal. Dance & Somatic 
Practices. Within the current university context Adshead’s criticism relating to the 
emphasis on the training of dancers, rather than on studying dance, in higher education in 
the 1970s and 1980s has today been largely addressed. None the less a reconceptualised 
dance higher education can go one step further in bringing the two areas of dance training 
and dance education together. This can go beyond the midway model presented by 
Smith-Autard (1994) and take into consideration the cross fertilisation described by 
Kirsty Alexander (2008), cited in Chapter 7, and the non-Cartesian approach discussed 
throughout the thesis and demonstrated through the Mobius strip in Chapter 8. The 
proposal in this thesis is that a reconceptualised dance higher education can take place 
through a specifically dance-somatics pedagogical approach which allows students to 
integrate what they learn theoretically, technically, creatively and somatically into a 
holistic dance practice. An example of this may be seen through the programmes offered 
at Dartington College of Arts, Coventry University and, to a certain extent, Trinity-Laban 
(Chapters 7 & 8).
It is suggested that a reconceived dance higher education needs to take account of the 
changing nature of the professional dance world in its broadest sense (Chapter 3). The 
notion of discipline is a popular concept within a traditional and modernist dance training 
regime. The class, the routine and the learned vocabulary have all been deconstructed
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through the post-modernists and, it is argued, the effects of which have still not been fully 
implemented within dance higher education. Loma Sanders suggests that post-modernity 
essentially produces ‘subjects who understand how ideologies and prejudices are 
constructed’ (2006, p.257). It is proposed here that somatics as critical pedagogy can do 
just that (Chapter 8). The role of higher education is to broaden students’ understanding 
of the subject studied and in this case dance in the twenty-first century. In deciding the 
structure and content of a dance higher education for the twenty-first century, the context 
clearly has to be taken into consideration. What, for example, might be the objectives of 
a dance programme at Trinity-Laban London, Dartington College of Arts, Liverpool 
Institute of Performing Arts, London Studio Centre or the University o f Surrey 
Department o f Dance Studies and how might a more radical pedagogy in the form o f a 
dance-somatics curriculum operate in each of these very different contexts? It is 
suggested that the research presented in this thesis may help dance higher education 
professionals answer these questions.
It is argued that a dance-somatics higher education provides a radicalisation o f the 
traditional modernist model, which often, still, separates theory from practice. Such a 
model needs to consider all aspects of dance in this current post-postmodern era. Thus a 
dance-somatics higher education may include the most dominant elements from post­
modern dance seen to have emerged through the 1960s and 1970s and yet, arguably, to 
have run their course in their cunent form and therefore in need of reviewing. It is 
through the key practice concepts of dance-somatics, namely increased sensory 
awareness, bodymind integration and efficiency of movement that post-modern dance can 
be seen to have made its greatest contribution to a twenty-first century dance-somatics 
pedagogy (Chapter 6). In bringing together different voices through the research project, 
somatics is identified as a valuable area of study and practice within the field o f dance 
higher education pedagogy (Alexander, 2010; Brown, 2002; Clarke, 2002; Clark, 2002; 
Emslie, 2010; Garret-Brown, 2010; Jackson, 2010; Whatley, 2010; Williamson; 2010). In 
particular the areas o f performance, choreography and pedagogy have been cited as 
benefiting from a dance-somatics approach (Chapters 3, 7 & 8).
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In addition, it is argued that a dancer’s health and fitness will benefit from learning in and 
through dance-somatics. Somatics can enable dancers to dance better, for longer and 
with greater strength and awareness of physicality in the art of dance. Kirsty Alexander 
talks about the traditional methods of developing strength and flexibility as only dealing 
with one half of the problem through ‘building up muscle fibre when there are two of the 
body’s systems at play -  muscles and nerves’ (1999, p.8). She suggests that Skinner 
Releasing Technique re-educates the neuromuscular system as a whole, increasing 
efficiency, releasing energy and therefore having an impact on endurance. Alexander 
also suggests that because dance activity is very varied and not specific, unlike the 
activity of an athlete, then ‘we cannot rely on sports science to ensure’ safety (1999, p.9). 
As with other somatic practices Skinner Releasing Technique is particularly concerned 
with integration and balance of the body’s systems. For example, sensing is ‘essential to 
organising our nervous system, our thinking and thus our movement outcome’. As 
‘movement is the final outcome of multi-sensory processing in the central nervous 
system’, in order ‘to alter movement... we must alter our sensory stimulation. Intervening 
through the senses is the foundation of neuromuscular re-education’ (Batson, 1990, 
pp.28-29).
An example of the value of somatic practice in dealing with physiological problems in 
dancers relates to posture and alignment. Alignment comes about through the habitual use 
of the body in a particular way. Batson suggests that to make a permanent change to 
alignment requires a reprogramming of the central nervous system ‘sensorially’; using a 
purely muscular approach to postural alignment will not work (1999). An example of a 
common physiological problem in dancers is hypermobility, which, conversely, is often 
seen as desirable by dancers in relation to an extended range of movement. However, 
such flexibility may be associated with instability in the joints possibly leading to a 
greater risk of injury and inefficient postural alignment. It is argued that somatic 
practices can help in dealing with such problems through, for example, sensing which can
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make a student more aware of the discomfort o f postural misalignment, thus allowing her 
to learn to ‘inhibit’ the pattern (Batson, 1999).
Any discussion of increased flexibility as an outcome of engagement with somatic 
practices should be all encompassing, in relation to bodymind integration; in other words, 
‘training in mental flexibility enhances physiologic flexibility, and vice-versa’ (Batson, 
1999, p.29) through bodymind synergy. It is the nature of somatic practice to emphasise 
the reorganisation of the neuromuscular system. For example in the Feldenkrais method, 
through ‘subtle techniques which stimulate the senses’ which in turn result in complete 
body (re)organisation. It is these new sensory experiences which allow dancers to make 
changes and so affect their overall performance and ability to avoid and/or deal with 
injury
The presence o f a more empowering model of dance teaching and learning can develop a 
much greater confidence and openness in dance students. A somatics-based curriculum 
can allow for wider opportunities for experimentation, often through improvisation. This 
can consequently lead to greater development of creativity through expanding on the 
more conventional vocabularies associated with codified dance techniques. Somatics can 
encourage a very different pedagogical style of teaching, which is not based on the 
dominant paradigm of external modelling (Chapter 7). The integration o f somatics with 
dance can have a profound influence upon the safe learning of dance technique through 
enhanced sensory awareness. The use of language, attitude of the teacher, and a more 
inclusive and supportive pedagogical style all have the potential to empower dance 
students who are used to a more conventional approach to teaching and learning in dance. 
Manny Emslie talks about encouraging learning that is ‘self-initiated’ and consequently 
allows for a shift from ‘moving as a body for other’ to a ‘body for se lf (in Palatine, 
2006). Learning in and tlnougli somatics allows for the thinking element, which Emilyn 
Claid discusses (2006) and which is an essential part of the shift from a didactic teaching 
style to a more democratic and inclusive approach and class model. This approach 
facilitates creative thinking and allows choreography to develop out of the ‘technique’
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class. It brings into play the opportunity that a somatic way of learning offers for 
reflection and active participation. The experiential nature of dance-somatics also 
facilitates the fusion of dance-maker and performer through a collaborative and 
supportive teaching and learning approach.
It is argued that identifying the role of somatics within dance undergraduate programmes 
is essential in extending and developing current and future dance programmes. The 
successful education and training of dance undergraduates is crucial for the development 
and improvement of the dance profession in the UK (Bums, 2007; Butcher, 2009; Clarke, 
2002; Clarke & Karczag, 2007). Better-educated, trained and informed dance graduates 
can then only be of benefit to the dance profession, especially in relation to the areas of 
dance pedagogy, community dance, choreography, performance and dancers’ health. In 
particular, as shown through Susanne Bums’ report (2007), these needs are often in non- 
performance areas of dance, most notably teaching and community-based projects. 
However, Bums does not specifically address the training aspects of a dance higher 
education or, the focus of this research, the need for a holistic understanding of dance, 
dancing and the dancing body through dance-somatics. The question of what is now 
needed for UK dance graduates to flourish in a twenty-first century dance profession 
remains. Ideally what is required is for somatic practices to be taught discretely alongside 
dance techniques (Bannerman, 2010; Clarke, 2002) but not subsumed within them. 
Through somatic practices students should gain a deep knowledge of the bodymind from 
an experiential understanding of function, anatomy, physiology and biomechanics. A 
dance-somatics education is one which allows the development of a thinking dancer, who 
has the ability to bring all of these aspects of their education and training together 
creatively in a variety of contexts and with a range of outcomes which prepare them for 
the professional dance world. Bums points out that:
Despite the primacy often designated to the performer and choreographer, it is 
therefore evident that they make up a very small proportion of the dance labour 
market. The market demand appears to be for dance workers who can teach, 
facilitate dance work in community contexts, and manage and produce the work 
(Bums, 2007, p. 12).
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Dance undergraduates need to study dance-technique, dance-somatics and choreography, 
and at as high a standard as possible, for them to succeed in any area of the dance 
profession; including as dance teachers or community dance artists within any context. 
As illustrated by Bums (2007), the largest group of dance graduates employed is as 
teachers of dance. Those students emerging from dance conservatoires and making their 
own way in the professional world will, certainly, not necessarily find employment as 
dancers and they will therefore find themselves competing with graduates from university 
courses for other jobs, often in a teaching context, within the profession. A dance- 
somatics higher education should perpetuate the benefits of somatically informed practice 
through those students who subsequently become the future educators.
Thus it is argued that somatics should be central to a fully comprehensive dance higher 
education for the twenty-first century dance practitioner in terms of a wide range of dance 
skills and knowledge. The place of somatics within any future higher education 
curriculum is paramount. Dance-somatics allows for a full understanding of the dancer’s 
body, and a thorough grounding in a somatics-informed dance education provides a rich 
source of information for dance artists in all career paths. A somatics-informed training 
should also train a dancer to care for herself and those she works with thereby, ensuring, 
as far as possible, longevity of career.
Dance-somatics is still a relatively new term, and field of practice, used by a number of 
dance-somatic educators cited within this study, for example Batson: 1990, 1993, 2007. 
However it is a term, and field of practice, that is now being more widely used and 
recognised. What needs to be remembered is that the relationship between somatics and 
dance has arisen out of a history of critique and practical deconstruction of formal and 
traditional dance practices. Dance has developed in many different directions since then 
and emphasis on healthy and safe practice has become particularly pertinent to 
professional dancers, dance students and dance educators. Much of the practice that grew 
out of the two most radical dance bases (X6 and Judson) has become mainstream now. 
use of somatics within dance training should therefore be viewed through a different
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lens than that of the 1960s and 1970s. Much has been learned and assimilated through a 
range of different somatic practices included in some higher education dance programmes 
and through teaching from informed dance practitioners (Fortin, Vieira & Tremblay, 
2009).
Through the research and thus addressing the research questions, it has been shown that 
somatics has a vital and essential part to play in the education and training of performers, 
makers and teachers of the future. The quote below gives a small insight into the effects 
of dance-somatics on a final year undergraduate dance student:
By engaging with various somatic practices and sustaining a strong internal focus, 
we are able to discover new body sensations. In return, these sensations appear 
like words for the body/mind to express itself in a more complex way, mirroring 
the subtlety of the mind’s movement. As a choreographer there is a constant 
dialogue between corporeality and consciousness. In a society focussed on ‘end- 
gaining’ and surface results, dance can be seen as an essential counter position in 
creating real expressive dialogue within and between bodies. It is the uniqueness 
of each dialogue, which makes dance performance such an intense experience 
(Anonymous, (h), 2008).
Although a dance-somatics curriculum will not preclude the more traditional codified 
dance techniques, and indeed it should not, attention needs to be paid to the balance of 
practices both somatic and technical. As Gardner suggests: ‘too great a focus on 
discipline may impede creativity; if you come to accept all of the strictures of a discipline, 
you may be loath or even unable to deviate from them’ (2006, p. 164). The formalisation 
of a dance-somatics curriculum is a new beginning which, for students, can allow a 
greater sense of connection in their dancing and dance-making that will, in time, take 
them to a place of greater understanding of their own and others’ work in ways that have 
been described within this project.
Somatics allows the richness of the body to be fully explored in a way that is very 
different from engagement with codified dance techniques alone. The opportunity to
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work in depth through integrating the inner/outer limits of the body through a range of 
clearly taught somatic practices alongside dance technique allows dance students to 
develop intellectually and creatively, as illustrated through some of the quotes from 
students and key informants given in this thesis. Dance-somatics can be seen as post­
postmodem training drawing on all of the best qualities of what has gone before and yet 
also embracing those that are needed to exist in the current professional dance world. The 
eclectic route of a dance-somatics curriculum and practice can lead to a more creative 
bodymind through experience of different practices and ways of knowing. It is about 
creating states of being that extend the dancing body psycho-physically and intellectually.
Before the outset of the research it was clear that an interest in somatics had already 
developed within contemporary dance teaching. In the UK this interest had its roots in 
the New Dance movement of the 1970s and had affected a number of influential dance 
artists making work, performing and teaching in the 1980s and 1990s; for example, Kirsty 
Alexander, Rosemary Butcher, Gill Clarke, Scott Clark, Emilyn Claid, Miranda Tufnell, 
Sue MacLennan and more. Through examining the trajectory of dance education and 
training over the last thirty years, it is argued that in the same way that the Judson and X6 
dancers searched for a new language through which to express themselves, the time has 
come to evaluate the methodologies used in UK dance higher education and training. 
Although those more indirectly influenced by the post-modem/New Dance movement in 
the UK have already been instrumental in shaping the next generation of dance 
practitioners, the research suggests that this influence needs to continue and reach much 
further into the infrastructure of UK dance higher education.
Much work has been undertaken outside the formal education context through which has 
emerged a particular style of contemporary dance teaching and class content quite 
prevalent within the freelance teaching community (Chapter 3). In many ways this has to 
be viewed as a positive aspect of dance pedagogy, which not only provides a link for 
students to the professional dance world but should also allow for a particular eclecticism 
in modes of class delivery, content and style, the range of which is, arguably, essential for 
students to experience. None the less, the influence and prevalence of release-based
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dance technique has been problematised within this thesis. It is argued that a greater 
awareness by both students and teachers of the difference between release-based dance 
technique, which may be seen by some to have produced a certain conformity and 
uniformity in the dance graduates from many UK degree courses, and Skinner Releasing 
Technique which is characterised in this thesis as a somatic practice and of particular use 
to dance students (Chapter 6).
In some cases, for example at Dartington College of Arts (DCA), where a form of release 
was first taught in the UK by Mary Fulkerson in the 1970s, the emphasis on bodywork in 
training and educating creative performance-makers crossing the boundaries of both 
theatre and dance has been, arguably, highly successful. DCA has never really focussed 
specifically on training but rather on nurturing creativity in performance-making. To this 
end the use of somatics within both the theatre and the choreography undergraduate 
degrees can be said to have been instrumental in equipping DCA graduates with the 
means to succeed in many areas of performance and performance making. A prestigious 
alumni list of dance-makers in the past including Rosemary Butcher, Yolande Snaith, 
Kevin Finnan, Laurie Booth, Janet Smith and more, evidences this success.
Students graduating in choreography from Dartington College of Arts have not previously 
been highly technically trained, because that has not been the main objective of the 
course. Nevertheless in the choreography degree at Dartington, now in its sixth year, the 
focus has changed, students cunently receive daily classes in dance technique and 
specific (separately taught) somatic practices with a strong emphasis on somatically 
informed work and the course produces some highly creative individuals. It remains to 
be seen what will happen to the dance programme in the future, now that the college has 
closed and merged and moved to Cornwall and much of the funding for dance higher 
education is under threat.
The evidence gained through this study suggests that UK dance higher education does not 
quite know where to position and focus itself. This may be due to under-resourcing 
through government funding which, within the university sector, does not allow for the
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necessary resources, both physical and human, to deliver high quality training in our 
university dance departments through, for example, enough studio spaces, contact hours 
or specifically trained technique teachers. The funding system does not allow for such 
delivery, which is now largely through a restricted modular system and minimal contact 
hours. Although it is not the objective of this study to examine university funding, the 
effects of funding on dance higher education need to be noted.
Based on the information gathered during the research, it is suggested that inclusion of 
somatics within dance higher education needs to be within a clear framework of a 
theory/practice and technique/somatics continuum, which recognises the need to balance 
these components according to the overall aims and objectives of a particular course. The 
detail in each area would determine the balance, shape and content of each specific dance 
higher education context. It is argued that, in order for a dance-somatics education to 
fully benefit students, it is necessary for the areas of dance technique and somatic practice 
to be given equal weighting of time, where possible. To allow for a full understanding of 
the relationship between dance technique and somatics, students need to be taught 
specific practices, for example, Alexander technique, by a fully trained Alexander teacher 
and, ideally, also dance trained and the practice should be taught discretely. The evidence 
from the research shows that much dance technique currently subsumes somatics, 
although it may not be possible or even desirable to completely change the rather eclectic 
trainings of the past, which have arisen out of the post-modern periods in the UK and 
USA. However the proposal arising from the research is for a range of practices to work 
alongside each other distinctly yet in harmony and with much greater clarity than in the 
past. Students learning the specifics of a particular practice should then be clear what that 
practice comprises, its cultural and historical context and how it has and may continue to 
change shape and shift through the passage of time and use.
The outcomes of this study are in some ways surprising. At the outset two of the key 
research objectives were a clarification of the area of somatics and its place within dance 
higher education in the UK. Although these have been achieved a surprising outcome is 
the evidence of a general lack of clarity in what is being offered to dance undergraduate
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students in some higher education contexts. The evidence from a number of sources 
referred to in this study and through the data collected is that dance higher education and 
training is not always providing the level of expertise required to meet the needs of the 
current dance profession nor equipping dance graduates for a career within it. This 
suggests the need for those responsible for programme development in dance higher 
education to more clearly focus undergraduate courses to the needs of students and their 
future in an ever-more demanding profession. Students undertaking a university-based 
dance degree would not, normally, be aiming towards a career focussed on professional 
performance alone (Bums, 2007). These students, therefore, need a broad education in 
dance, which enables them to gain employment in a range of contexts: for example, as 
teachers, choreographers, managers, community dance artists or within the area of dance 
and health, although they may well also be performers.
The premise of this research project is that somatics should be an essential component of 
a dancer’s education and training. It is believed that the evidence within the research 
supports this premise. A greater understanding of the nature, value and potential of 
somatics alongside dance in UK higher education appears to be gradually evolving 
(Whatley, 2010). Further research and writing by those involved in dance-somatics will 
help in continuing this evolution and increasing knowledge about the pedagogical 
benefits of dance-somatics, particularly in the training of a new generation of dance 
practitioners. The thoughtful inclusion of somatics within dance higher education and 
training programmes and the balance of a dance-somatics curriculum can provide for the 
development of a curious, knowledgeable, creative, strong, intelligent and technically 
able dance practitioner. Thus it is argued that the clarity gained through the research 
unequivocally places somatics as central to a comprehensive programme for a twenty- 
first century UK dance higher education.
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